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It is indeed with great pleasure that I write this 
Foreword to rhe First volume of the Book entitled 
Rag® Nidhi by Shri B. Subba Rao, Retired Deputy 
Director of Agriculture, M. P. whom I have had 
the pleasure of knowing for many decades. 

I do not pretend to be an expert in Music, bur 
l feel interested in the publication as it is the first 
effort in India at a comparative studv of the Rajyis 
ol the North and the South, to be of help to the 
listeners of Music broadcast from the A. 1. R. The 
Inspiiatioti for this endeavour came from the well- 
known artist of Poona, Pandit Virayak Rao Patwar- 
dhan. This is in itself a notable testimony of the 
merits of this book. Herein one will find many new 
Rayas which arc composed by musical experts based 
on the original sryles of the South and sung in the 
North to the delight of the listeners. It is high 
time thar there is a blending of the two traditional 
styles in India. 

The production of a book of this type is by no 
megns an easy task. It could be successfully carried 
out by one like Shri Subba Rao who devoted him¬ 
self to the profound study of the .subject for more 
than three decades, and had accumulated experi¬ 
ence in a variety of ways. 

It was through his efforts that Music came to be 
introduced as a subject for the Intermediate and 
B.A. Examinations of rhe Nagpur University. He 
had been u member of the Board of Studies for ten 
years and took part in the preparation ot the 
Syllabus ol Studies 
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He presided over the Birch Day Anniversaries of 
Shti Thyagaraj Swami, Pandit Vishnu Digamber 
Paluskar, and Pandit V.N. Bhatkhnnde, the celebrated 
musicians of India,and delivered enlightening addresses. 
He is not unknown to the listeners at* A.I-R. He has 
also to his credit several compositions in Hindi, 
Sanskrit and 1 etugu which won appreciation. 
He had the privilege of learning Karnatak music 
at the feet oi j great master late Veena Vidwan 
Vishwanath Shasirv who was a disciple of Maha 
Vaidyanath Iyer. He had the privilege of learning 
Hindustani music from the well-known musician 
Late Watnanrao Joshi of Ainraoti. 

Besides being a vocalist, he has a good command 
on such delicate and delicious instruments as 
Vichitra Veena and Violin. He accompanied with 
remarkable success on the violin many top ranking 
artistes of both North and South. He has been 
actively associated with the A.I.K., Nagpur, ever since 
its inception as an Arti?te, as a member of the 
Programme Advisory Committee, 3nd by writing 
scripts for the item Bharatiya Sangeet which 
is broadcast on alternate Sundays. 

I have no doubt thar this publication will not 
only serve to shed light on the principles underlying 
the two traditions of Indian Music but also stimulate 
effort to coordinate the two, if not to fuse them 
together. 

It is my ardent hope that the author's continued 
labour of decades will evoke appreciative response 
from the public to whom he presents it with great 
humility but confidence. 

Nagpur, M. B. Niyogi 

3rd August 1956. 


PREFACE 


It s.ives me great pleasure to place before the 
Music loving public the First Volume, of Raga 
Nidhi wricren by me. 1 had named it as Raga Guide 
in the specimen booklet which was published Rome- 
time back. But as suggested by mv well-wishers it 
has been changed to Raga Nidhi. 

These notes on Raeas of Hindustani and Karnatak 
San sect compiled by me during the last many 
years, fur mv personal use, have been published :is 
a result of the encouragement -liven to me by the 
Station Directors oi the All India Radio, Nagpur, 
and Satigeet Chudamani Vinayakrao PatwMrdhon the 
celebrated Musician of Maharashtra who not only 
considered the note* useful but also undertook 
m publish the First Volume of the bonk with the 
object of introducing this humble contribution of 
mine to the cause of Bharatiya Sangect (Indian 
I am higly obliged to them. 

Excellent books on Hindustani and Karnatak 
Sahgeet have been publised by well-known authori¬ 
ties on these two branches of Bharatiya San^ect. The 
resent addition to the exisring literature on Bharatiya 
angeec may therefore appear to be superfluous. 
The aims and objects of Rag a Nidhi however are 
difierent from chose books on Sangeet which already 
exist. 

Raga Nidhi is not a text book on Music. It does 
not discuss the theory of Shnitles, Talas, or Mel as 
in any detail. Nor does the book give '‘Cheejas”, 
Ktitis, Tatanas : or jnwaUs with notation. 

Raga Nidht is meant to be a handy companion to 
those who feel pinched for ready made information 
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regarding the Ragas of North or South which are 
popular at present. It is also meant to be of help to 
those who wish to follow a Raca which is interesting 
and is being broadcast by the A.l.R. Stations. Many 
new Ragas which we hear today are not described 
in the old text books on Music. There is no book- 
on Ragas which gives a Comparative Study of 
Ragas of North and South, in the way it has been 
attempted in this book by a study and cros3-study 
of the Ragas of these two systems of Sangeet. 

Raga Nidhi is intended to be helpful to teachers 
of Music, talkers on Music, and for Attistes who 
would like to say something about the Ragas they 
arc going to sing or play, for the benefit of an 
enlightened audience interested in a Comparative 

study of the Ragas of both North and South, It is 
also intended ro be helpful to those who are interested 
in writing scripts for the A.i.R. on comparative 
study of Ragas of North and South. 

The Ragas have been dealt in the Alphabetical 
Order. Hence no time is lost while referring to the 
Ragas contained in Raga Nidhi. 

Either due to oversight or want of reliable details 
some Ragas have been omitted. All such Ragas will 
be dealt in a seperate Volume. 

1 am thankful to the Drama Association, New 
Delhi, for having referred rhe specimen Booklet of 
Raga Guide (renamed Raga Nidhi) to Prof. V. Srini- 
vasan, Retired Principal of Travancorc University who 
was also Director of Broadcasting Station Travancore, 
and sending me a copy of his remarks, 

My special thanks are due to Prof. V. Srinivasan, 
Member of the Central Advisory Committee for 
Music, Prof. P. Sambamurthy B.A.B.L, Head of the 
Department of Music, Madras University, Sangeeta 


s 

Kaia nidhi Mudikondon Venkarrama Iyer, Music 
Academy, Madras, Sangeeta Pravin Prof. Vasant 
Rao Rajopadhye, Member of Sangeet, Natak Academy, 
New Delhi, and Sangeet Pravin Shankar Rao Sapre 
of Nagpur foe their appreciation of my humble 
attempt and for the valuable suggestions given by 
them to make Raga Niahi mote useful. 

Dr. V.S. Jha, M.A. Ph.D., Vice Chancellor Rennros 
Hindu University, and Shrimant Baburao Deshmukh. 
the great patron of Music and Musicians to whom 
1 am known for over three decades, have written 
very appreciatively regarding my musical activities 
and utility of Raga Nidhi written by me. lam very 
much obliged to them for their kindness. 

My thanks are also due co Dr. K. R. Rainaswamy 
M A.D.Litc. Principal,Municipal High School, Malcqoan, 
Shri M. V. Athawle A.M.. Principal, Nagpur School 
of Art, Shri C. N. Shama Ran, B.A., B.E., Retired 
Superintending Engineer. Bangalore, and Shri 
S. G. Aonegiri. M.A., Chief Personal Officer, Empress 
Mills, Nagpur, and for their letters of appreciation of 
Raga Nidhi. 

The preparation of this book would have been a 
very difficult one had not my esteemed friends Shri 
N V Patwardhan, M A.. Producer of Music, All India 
Radio, Nagpur, and Shri S. T. Iyengar, Deputy Pose 
Master, Nagpur, helped me in correcting the manus¬ 
cripts, typing them and correcting the proofs. All this 
was hard work. But they have done ic with great 
love and I am very much obliged to them. 

Messrs K. N. Paonaskar and V. K. Sheorev, M.A. 
of The Aryan Press, Nagpur, have worked hard 
to print the book nicely and quickly. I am grateful 
to them for the keen interest they took in printing 
Raga Nidhi. 

My publishers, Vishnu Di gam bar Sraarak Samici, 
Poona, arranged for the printing of the oook by 
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The Aryan Press, Nagpur. This greatly facilitated the 
work of editing and correcting the proofs. All this 
was possible due to the great interest taken bv Prof 
Vinayakrao Patwardhan and his son Shri Naravanrao 
latwardhan in regard to the publication of the book. 

The cover page which conveys the obiect of the 
book has been designed by Shri V. V. Athawle 
Anise, Central Museum, Nagpur. My thanks are 
due to him. 

I am under a deep cfebt of gratitude to the 
authors of boob and Journals which 1 have enquired 
while preparing Rnga NiJhi. 

Lastly, I offer to Dr. Justice Ghavanishankar 
N.yogr my heart felt rhanks for having condescended 

to write the Pure word for Rapa Nidhi. The interest 
.■it Nivogi taxes in all social activities is well known 
i feel proud and consider it an hcxiour that Justice 
Niyogi, has. inspire ot his many important engagements 
which make a heavy demand on his time consented 
to write the Foreword and bless the R.aga Nidhi. 


B. Subha Rao. 


pudlishkks *orE 

The Music Academy, Madias, lias pleasure ia bringiae 
out this xepiiat of Volume i cf the RAGAMDHI*- The Academy 
luid earlier published Volume II of the work ia 1964, Volume HI 
in 1965 and Volume IV in 1966. 

The 'RAGANlDHr, the *tagn»m oput of the Ulc Sri 
U. Subbn Kao. is a unique compilation of the Ragas of both the 
Kornatie nud the Hindustani system* of Indian music, lc is an 
invaluable i^uidc not only lor students of the icspectivc systems of 
music but also fur ihose who arc interested in a comparative study 
ot' bosh the aj&tcni*. 

We cannot br sullkiently g.i atefui us (he author for givinB 
away its a p,ift to this Academy his life’s work with (he only request 
that the whale work shouU b; and made available to 

lovers of Indian music in this country and abroad- It is a maltcr 
lor immense sat is fiction to us that w: have teen able to fulfil Sri 
Subbn lUo’S desire. 

I V. R.ijagopalan 
Mur-'-Ol In of Pu1>lu:»(MrtN 


The Music Academy, Madras 
November, 198-H 


T. S. I’mlhasaralhv 

Secretary 
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Development of Ra"a Lore 

India's Greatest cultural heritage is her Sangeer 
(Moslcl It is considered to be an Upaveda and 
Given the same respect that the Vedas receive. U 
is associated with Gods, Goddesses and Rishis. Hence 
it is called "Apaumsheya. It is considered to be the 
best of Moksha Sadhan.ii*. Moksha is not the name 
of a place or planet. It is a state of mind. Hence, 
there i.s Moksha even in this existence of nun. 
The happy state of mind one has when engrossed 
in devotional music is really Moksha. One who 
enjoys this kind of Moksha in this world can cer¬ 
tainly aaaiti the promised Moksha to deserving people 
alter death. The part which Sangect plays in the 
attainment of Artha ami Kama is bettet judged 
at present than in the past. Many enjoy the pri¬ 
vilege of listening to good Music, learning good 
Music, and earning by their Musical talents. These 
were the privileges of only a few in the past. 
Biased with lacilities for recordin',' the music of our 
time in print and in actual sound (Disc recording. 
Film recording, and Tape recording), it is the duty of 
the present generation to hand over to the next 
the Music which it has inherited, enhanced land 
enriched. 


In the great musical heritage which we possess 
the Forms of Sangeec like Gcetas, Vsrnams, Kritis, 
Pattavi, Dhrupad, Khval, Tar an as and Thumris are 
all modern when compared with the antiquity uf 
Ragas. We do not know, and we do not sing, the 
cOngs which were popular three hundred years ago. 
But the Ragas which were in currency then.-are 
still with tis. On account of repetition and lapse of 
time, they are considered ‘‘Classical”. 
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The Origin of Ragas of Yore has been attributed to 
pods, Goddesses, Ruhis and Gandharvas. The first 
Papa to have been created is believed to be Bhairav 
of Hindustani Sangeet which corresponds to the Raga 
Mayamalavagowla of Karnatak Sangeet. Ic is said to 
have originated from the middle face of Lord Mnha- 
deva. It is called the Adi Raga. Four other Raga? are 
believed to have originated out of His remaining faces 
and Parvati is said to have contributed the sixth Raga. 

In addition to Ragas s^iven to us by Gods, 
Goddesses and Rishis, we have a number of Ragas 
conivosed by persons who lived in comparatively 
modern times. Bhartruhari, Tansen, Swatni Haridas, 
Gcr.al Naik, Ramaswamy Uixitar, and Triyagaraja. 
have le.1t vis many beautiful Ragas. Thyftgaraja js 
traditionally believed to have received a book called 
Sangem Swararnnva from Narada Rishr who came to 
him in the disguise of a Brahmin. Had not his 
cruel brothers destroyed many of the compositions of 
Thyupuaja (he musical world would have been very 
much richer today in Raga* and Kirtanams which 
would have unfolded the Ragabhava o* several 
Apoorva Ragns. 

Many new Ragas like Patadecp, Ghsmdrakauns, 
Matubihag, Kalavati, Madhuvanti and Shivaranjini 
which have been introduced into Hindustani Sangeet 
are among the more recent additions. The author¬ 
ship of many of these is not quite well known. 
Professor Wamanrao Padhye of Kolhapur has given 
us the Roqa coiled Ambika, which he composed in 
praise of rhe Goddess Ambabai of Kolhapur, This 
Kaga is bettet known as Madhuvanti as another com¬ 
poser is said to have constructed a similar Raga 
simultaneously and called it Madhuvanti. Such ite¬ 
rances of synchrony in the birth oi Ragas arc not 
rare. When Prof. Dileepchandra VcJi cainc to Nag¬ 
pur and sang his Psaga “Lalic Of The Nighr’ { m 
vm ) the author of this book had already composed 
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a Kecrtannm in his Raga called Dwigandharabhushani 
which in many rcsnects resembles Rnthka-Lalit of 
Prof. Dileepchandra Vcdi and Raga Shivaranjini which 
became known several years later. Shre J. D. Patki 
has published a collection of nearly hundred Ragas 
called Apurichk Ragns. Many of these are very 
pleasing. Our popular Sitarist Pt. Ravi Shanker has 
given us the Ruga Rasiya. Very recently We heard 
Master Manhar Bocve of Bombay singing a Raya 
called Darbarkauns. Kumar Gandharva has Ragas 
like Lagan Gandhar and Malavati to his credit. 
Rugas like Rageshri Bahar file., composed by N. Pat war. 
dhan and others, very recently, ate also included in 
this buck. 

Place of Ragas in Sangeet 

Bharatiya Sangeet ami Ragas arc inseparable. 
Whether of North or South, Instrumental nr Vocal, 
Alap, Khyal or Keetrauam, the beauty of the Music 
lies in the Ra»as or melodies which form the soul 
of Indian Music. There may be no words ac all as in 
Ajapar.a, only a few as in Khyals and Paltavi, and 
many as in Ktertanams and Bliajans. It is the Ragas 
in which they are rendered or sec that captivate 
the mind. 

A Raga or Melody in Bharatiya Sangeet is the 
arrangement of groups of swans or notes, which, by 
being rendered in a special way, gives the Ra-*j its 
personality or swaroop or Bhava. Without the Raga 
Bhava, the * warns or notes by themselves are in¬ 
effective in presenting a Raga personality or con¬ 
structing a Raga edifice. 

To get properly acquainted with the swaroop or 
Bhava of a Raga, it is necessary that one should listen 
repeatedly to the Raga being rendered by great 
Artists, both Vocalists and Instrumentalists. Thanks 



CO the All India Radio, we have now plenty of 
opportunities to listen to first rate Artists and enrich 
oili knowledge of music. 

To remember a raga properly, it i< very neccssarv 
that one should have swara-gnyan so that he may 
know the swaras used in Aroha and Avaroha 
(Ascending and Descending notes), the dominant note 
Vadi, the Pakod or diagnostic swan groups, the 
sanpathis etc. Differences in the Vadi swans, differ¬ 
ences in the donation of swaras. vakiatwa or 7.ig- 
caoness in che arrange me nr of swans, and even other 
minor differences may give rise to two or mare Ragas 
in spite of che fact that the s war as or notes used are 
che same. This is particularly so in the rase of 
Hindustani Ragas. Hence the pr-iblem of diagno¬ 
sing nlli.:u Raga* or “Snmsprakritik’ 5 Ragas becomes a 
difficult one. In this book an attempt is made to 
solve these difficulties in detail. 

In Knrnatak and Hindustani systems put together 
there are already nearly six hundred Ragas, swsroops 
of which are known. Hew' Ragas are either being coined 
or salvaged Irom the Grantha? by research workers. 
Inventing new Ragas is a highly Intellectual and 
commendable branch of study ot Indian Music. 
During the last twenty-five years a number of new 

Ragas C ]i*vc been introduced in Hindustani Sangest. it 
should be a matter of pride for musicians and the 
Radio Stations to give publicity anJ currency to these 
new Ragas and new compositions or songs as well in 
these Ragas. 

Need for Comparative Study 

A study of the existing Ragas ot North and 
South reveals the following. There are Ragas having 
the same name, or very similar names; in North and 
South, txcepting in the case ot a few. their swam ops 
are however widely different. There arc Ragas which 


have got almost rhe same swaroop but possess names 
which sound absolutely different. There arc also 
Ragas in each system which have not got their 
counterparts in the other. It is therefore very neces¬ 
sary that the equivalent names and swareops 
should be known to musicians. 

The following incident shows how verv neces¬ 
sary it is that the equivalents ot the Ragas in the 
two systems should be properly understood to avert 
confusion. A great Hindustani musician had gone to 
Mysore. The Maharaja, himself an exponent and con¬ 
noisseur. nt Kafn at ale Saiigect consented to )i't« n to 
pis Music. The concert was arranged to take place at 
JO A M. on the appointed date. After listening to the 
Ustad s Music tor some time the Maharaja suggested 
chat he should sing Since Roga. Shrcc Knga ol the 
South is the Ruga usually taken up round about mid¬ 
day. The musician was astonished when he was asKcd 
to sing Shrcc Raca in that hour about midday- The 
musicians of the North were in those days even 
more orthodox ami particular about the timings lot 
Ragas than they are today. Shrac Rags « Hin¬ 
dustani sangecc is an evening Raga and resem¬ 
bles the Raya Vijayoshree of Kornatak Sangcet. 
As the suggestion came from the Maharaja rhe 
musician-had to fulfill the request. He began a 
vilurnbit Khyal in Rnga. Shree, of North. The Mana- 
mja did not seem to be pleased. That was not the 
Shree Rapa which the Maharaja wanted to Hsccn to. 
The late Vainika Shikhamaoi Shcshanna (The Vecna 
wizard to listen to whose magical silvery tunes musi¬ 
cians from all parts of India used to yo to Mysore) 
whispered into the ear of the Ustad that be should 
sin.. che Hindustani Ruga Badahamsa Sarang which 
resembled the Katnatnk Shrec Raga. The Musician 
took the hint and switched over to Badahamsa 
Surang which was just the Raga tor that hour of the 
day. He sang beautifully and received handsome 
encomiums and presents from the Maharaja. Vecna 
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Sficuhayo’s knowledge of Raga equivalent did 
the trick. 

Scope of the Present Work 

Rharattya Sangeec is like a big free having two 
brarches rerresenteu by the Karnatak and Hindustani 
systems. They arc both melcoic systems, or based 
on P-agas, It is becoming more and mere necessary 
that a student ot one system should have a fair 
knowledge of the other also. The cultural Ambassa- 
ck-s of India who visit other countries should be able 
not only co talk about, but also demonstrate the 
peculiarities of the Music of the variou.s pnrts ot 
this Sub Continent. 

Oeat possibilities exist to enrich both the system* 
of Saogect prevailing in India by a “give and take ” 
process. Our good Government have given os a 
network of Radio Stations which have brought the 
Bharatiya Sangeet to the door of everycne. The object 
rs to make everyone Music-minded and appreciative 
of not only the Classical Music of one part o; the 
country but to learn and appreciate the different 
systems of music prevailing in this country. 
1-T. l\ V. Keskar, the Union Minister for Information 
and Braodcasting, has been trying his best to raise 
the standard of Music in India and to bring about 
a closer understanding and appreciation between 
the two great systems,^ His earnestness in thought, 
words, and deeds in this direction is very inspiring! 

It is to contribute towards the acheivemenc of this 
goal by the Ministry of Information and Broadcasting 
that 1, its my own humble way, have thought 
of publishing these notes ou Ragas collected by me. 

If the Rapa Njdht will serve even in a samil way 
towards this object my efforts will not have been 

in vain. 


Shrufes in Bfw^irtiya 

In an octave the number of Shrotics con be 
very l;ir«;e. For instance, on the Devil Dart.i Veer a 
(Vjchitra Vcena Gntlivadyam or Gntra Been) 
within the space of one octave wherever the wire 
is touched with the slider, a note will bo produced. 
But for purposes of Mi»«ic r tlic«c notes should be 
distinguishable and r«*cogrusable, They must be 
separated by a certain minimum number ot vibrations 
and bear certain simple ratios based on vibrations or 
the length of wire producing these notes Such notes 
which arc capable ol rvir*.,: uvd for Music are called 
Shruties. In Bharatiya Sange.'t r'.v^iry.rwo shruties are 
recognised although rhr human voice. cannot produce 
all of them .s icce-Viilly Stringed instrument* 
(particularly the Vlcm*n Vceua or Gotuvadyamd 
are capable of producing more no'.es than the 
human voice. Tnc compartments in a Saraswati 
Veena produce only twelve notes in an octave. These 
cor res pood to the twelve notes produced by a 
property tuned tampered scale Harmonium. But a 
large number of notes other than these twelve Fret” 
notes nr? rrodjceJ bv pulling the wires to produce 
l&males. The utility of the Veena lies in its ability to 
produce, the Microtomes by Gatnaks giving to certain 
Shruties their “neither this nor that” or a * flirting ” or 
“elusive” character which gives real beauty to certain 
Ra$?3S. These flirting or elusive Shruties arc like 
butterflies winging aheut and difficult to chase, while 
rhe twelve notes are like butte rp'ft which are settled 
and sucking the necrar from the llowers. 

The utilisation of the twenty-two Shruties is. 
therefore a matter ol perfection of musical instruments 
and imagination in compositions co admit the use or 
these Shruties, For instance while playing the Rag::, 
Miya Malh-ir, on the Vichitta Vccua, it is possible to 
employ atlcast four tyres of Nishad as there is a suffi- 



i_ viii j 

dent sy\cc on the wire between the Komal Ni and 

(he Tan. Shadja tor the slider to be moved. Each 
(ime a higher Ni is used (here i> a peculiar beauty 
of its own without interfering with the Haga 
Bhava. Lncc Abraham Pandit of Tanjorc had made 
his children learn to play on the twenty-two Shruti 
Veen a which he had invented. Shri. Linuarpaji of 
Mysore (who also plays Gotuvadyaro well) has in¬ 
vented a Harmonium which has more than twelve 

keys in an octave. Several years ago he gave a 
demonstration of his improved Harmonium in which 
more Shru'Uu were used. I quite remember him 
playing Katins like Kamavardhini, Kalyani and Sim- 
hendrsmadhyam to demonstrate how the utilisation 
of Shruties introduced by him enhance the beauty of 
some ol the kngas. His attempts were highly aypre- 
c.nred by the Vidwans who were present on 
rl-.c occasion. Prof. Achrekar of Poona also had 
succeeded in making the Karrruinr.im a more useful 
instrument by improvising means Cor producing 
gamiiks. 

The utilisation of Miciototies or Sukshma Shruries 
depends on the capacity ot instruments to produce 
them and the capacity ot the ear to appreciate them. 
Wbut ail the Veena cun produce the human thrnjt is 
net able to produce. Still, it is very desriable that 
mui4dans should learn how to play on stringed 
instruments like veena, Gotuvadyam, and Sitar. to help 
them in getting a control over their Sbrutfen- 
yan. In South India the Veena is the standard 
instrument. All others including Vocalists try to imitate 
the Veena, Hence, the peculiarity of the \ 0 c 3 l music 
ot the South is noc always appreciated by the people 
of the North, although the same music rendered on 
the Veena is applauded by them. 
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Shnities of Hindustani 3nd Karnatak Sangeet 

The 12 Shrucies of the North Correspond to 
the 10 of the South. It is thus s 

In an octave or saptak in 0 harmonium as well 
as in rhe Veena, there are twelve notes, or shinties 
or s wares as they are called. Tfiese twelve notes, 
sbruties, or swaras of a properly tuned harmonium 
and chose of the twelve compartments or frets of a 
properly tuned Veena have, for our purposes, the 
same tonal value. In other words they agree. 

Thes»* twelve notes, shruties, or swaras, arc- 
shown in the table on page XI. 

In Karnatiik Sangeet in addition to the above men¬ 
tioned twelve swaras or notes or shruties there are. 
tour more, making the total sixteen. How are then 
these four Shruties introduced without changing thr. 
tonal values of the c-ther twelve ? It is done as under. 

The twelve notes in the Octave of a Harmonium 
or Veena are not changed at all Tbs: swan* Bi 
usurps the place of Komal Ga. Candhar similarly 
goes down and usurps the place of Tiwra Ri. 
Dhimvta goes up and usurps the place of Komai Ni. 
Nishad comes down and usurps the place of Tiwra 
Glia. What happens in this process is indicated in 
the table below :__ 

No. Swara . Swara which j New name 1 Sign (K) 
which 1 is usutped. | for the I 
1 usurps. usurped Swaraj 

• , ., f Komai n (H) ■ Shatshruti * Ri.i Pm 

1 Risnabha j SatlhaTana *1 (K.) 

< Tiwra i (H) I Shuddha fi Ga t Ga 

2 Gandhaca (jChatushruti \{Ki 

, L, . ( Komai ft (Hi Shatshruti Oh, Ohu 

3 Dnaiwota \ jKaishika ft (K) 

. , c Tiwra «(Hi I Shuddha ft ■ Ni, Na 

4 Nishadha ^ Ch , rusbru a^K)| 



b. f °,n r . % s " aras ot note* Shatshruti 

Kishabha (Ri 3 - Ru) - Shuddha Gandhara (Ga t - Ga)^ 
Sharshrut. Dhaivata (Dha -Dhu)and Shuddha Nishadha 
(Nil - Na) are obtained as explained. There arc no 
changes m tonal values introduced in this process, 
unly some b war as or Shtuties get two names. 


1. Koraal (H) gets two names 

New-(l) Shatshruti *<K) 
Old -(2) Sadharana n <K) 

2. Tiwra t (H) gets two names 

New-(l) Shuddha u (K) 
Old -(2) Chatushrutl i (K) 

3. Komal f^(H) gets two names 

New-(3.) Shatshruti ?r (K) 
Old -(2) Kaiahika ft (K) 


t Tiwra « (H) gets two names 

New^(l) Shuddha ft (K) 
Old “(2) Chatushrutl (K) 


Swara group a > \ $ q *r n a of (H) becomes 
ri *ii n 2 s « cf(K). The above mentioned method 
has been introduced in the Karnatak system in which 
Komal and Tiwra Varieties of the same note cannot 
be used side by side under the same Swara name, 
Including the old names and the new names we 
have in Karnatak Sangeet 16 Swaras or Shruties. 
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No. 


Swam. 


Shadja 

Rfshabha 

Rishablia 

Gandhara 

Gandhara 

Madhyamaj 


7 


Madhyama 


Hindustani Paddhati. 

Karnatak Paddhati. 

Name of Variety. 

£»gn. 

j Name of Variety. 

1 Sign, 

Sign. 

Shadja 


Shadja 

5T 

Sa 

Komal > 

> 

Shuddha > 


Ra 

Tiwra > 


Chatushruti > 

*2 

Ri 

Komal r t 

it 

Sadharana it 

Hi 

Gi 

Tiwra it 

n 

An tar a it 

Itj 

Gu 

Shuddha ^ or 
Komal q 


Shuddha q 

*1 

Ma 

Tiwra q or 

Prati ^ 

i 

Prati 

*2 

Mi 


8 

Panchama 

Panchama 

9 

Ohaiwata 

Komal 3 

JO : 

Dhaiwata 

Tiwra 

11 

Nishada 

Komal ft 

12 

Nishada 

Tiwra ft 


7 

Panchama 

*T 

Pa 

* 1 

Shuddha v 


Dha 

* 

Chatushruti q 

>la 

Dhi 

ft . 

Kaishika ft 

ft* 

Ni 

1 

Kakali ft 

ft. 

Nu 





Swaras of Hindustani snd Kacnatak Sangcct (Read from bottom upwards 'i 


After being encroached 
or usurped by the lower 
swara. 

Nor mat Swara. 

After being encroached 
or usurped by the higher 
swara. 


Nc. i: 

(H) Tiwra Nishad U 

(K) Kakali Nishadha 
^ - Nu 


(K) bhatshruti Phaivata 
vg, _ vj _ Dhi: 

No. 1! 

(H) Komal Nishad b* 

■ K) Kaishika Niahadna 

:■& - N - Ni 



No. 10 

(11) Tiwra, Dhaivata * 

(K) Ch-itushruti Dhaivota 

vq. - *il - Dhi 

(K) ShuJJha Kisbadha 
r *, - "r - Na 


No. 9 

lH) Konial P ha i vat a 
(K) Shuddha Dhaivata 
- «[ - Oha 

No. 8 

(H) Panchama - q 
(K) j’anchama q - Pa 

No. V 

(H) l'tati or Tiwra Madhya m 

o 

<K) Tran Madhyama 

n - f;i - ,Mi 

No. 6 

(H) Shubdha or Komal 
Madhyam - n 
(K) Shuddha Msdbyama 
^ _ u - Ma 

No. 5 

(H) Tiwra Gandhar - ^ 

(K) Antara Gamlhata 
,r 3 _ 3 - Gu 




] 
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Classification of Ragas 

A Botanist classifies the plants which he sees 
around him. A Zoologist classifies the animals, from 
the biggest to the smallest. Both are faced with 
various difficulties in their attempt to classify new 
forms which emerge naturally or happen to be 
evolved by a process of hybridization. For instance 
the creation nf a cross between a Lion and a Tiger 
was a biological achievement but the difficulty was to 
classify it - - whether under lions or tigers. The name 
given to the cross was Ligcr. The Botanist produces 
many useful form' of hybrids, useful from the point of 
utility and beauty. Hcic he faced with the problem 
of classification. Similarly, in Music : with the evolution 
of new Ragas the Musicologist is faced with the 
difficulty of classification of Ragas. There is a 
race during recent times in Hindustani San gee t 
for the manufacture nf new Ragas called Samyukta 
Ragas, and Mishra Ragas. The difficulties presented 
by these compound Ragas for their classification 
under Thats and Melakartas are great 

Classification of Ragas has keen a gradual process. 
The oldest system which prevailed for centuries was 
the Raga, Rap ini, Putr.i system of classification. This 
system was followed in Hindustani Sangeec for many 
centuries, although the system was not satisfactory 
and created confusion. The Karnatak system evolved 
what is called the Seventy two Melakarra system a 
long time before the Hindustani Musicians thought 
of giving up the P^aga Ragini system. 

Late Vishnu Narayan Bhatkande collected all the 
Ragas which were in currency in his rime and 
brought them under five groups and ten Thats. The 
groups were as under : 

Group 1 : -Thats in which only Shuddha 
swaras are used (Shuddha swaras 
of Hindustani Sangect.) 

Group 11 Thats in which one Vikriti swara 
is used, 




Although this method of classification was a big 
improvement over the confused and chaotic Raga 
Ragini system, the ten Thats borrowed from the 
seventy-two Mclakaitas of South arc no longer found 
sufficient, as many Ragas like Vachaspati Dharmavati, 
Simhendramodhyama, Keeravanj eic.; which are im¬ 
portant Mdakartas themselves ore becoming popular 
among North Indian Musicians, particularly Instru¬ 
mentalists. There is thus an urgent necessity to 
enlarge the number of Thats in Hindustani Sangeet. 
Some authorities on Hindustani Sangect arc even in¬ 
clined to adopt the seventy-two Me Jakarta Scheme 
of Karnatak Sangeet in spice of the fart chat nearly 
forty of them have what is called the Viva.fi Dosha. 
There are certain rules and methods suggested fur 
overcoming these Vivadi Dos has while composing 
songs. Sbri Tvagaraja must have composed many 
keertanas under each of the seventy-two Meiakartas. 
Unfortunately most of them were destroyed by his 
brothers. A few which escaped that fate and a?e 
still extant go to prove the above assumption. 
Shri Muthuswami Dixitar has aho composed Songs 
in Ragas having Vivadi Dosha. But still they arc- 
highly musical. 

Beauty of many of the Melakarta Ragas having 
the Vivadi Dosha can be appreciated when one 
listens to these Ragas played tin the Veena. No 
other instrument, scringed or wind, bowed or plucked, 
can bring out the real beauty of these Ragas. The 
anther’s Guru late Veena Vjdwan Viswanatha Shastry 
who was a disciple of Late Maha Vaidhayanatha Iyer 
of South Indian fame used to play the Seventy-two 
Melakarta Ragamalika, a composition of Maha Vai- 
dhyanatha Iyer on the Vecna. It was a treat to 
listen to his rendering on the Veena this famous 
composition. How beautiful used to be the way one 
Raga was replaced by the next Raga in the Chakra { 
This Ragamalika of seventy-two Ragas took more 
than tour hours for playing. It is a pity that even 
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"rent Vcena Vid wans have neglected this Melakarti 
Ragamalika. Encouragement should be given to Veena 
players who can play the Melakarta Ragamalika in 
tull. This Ragamalika should find a place in the 
curricula for students of Music who oiler Veena as 
the instrument for the highest examinations in Music. 

The Seventy-Two Raya Melakarta scheme is 
com pared by some to a big jack fruit rn which the 
edible stud obtained after much cutting, splitting and 
wrenching is very small and that most of the Ragas 
are unmusical. Veena is the instrument they should 
hear to revise their opinion in regard to the Melakarta 
Ragas. 

The difficulty of fixing the Melakortas for certain 
Rayas exists in Karnatak Sangeet also. But in Hindus¬ 
tani Sangeet this is much greater as a large majority 
of Ragas use two varieties of the same swara or 
swatas. Many new Ragas called Mishrita, Sam- 
yukclia Ragas or )txl ragas which are being invented 
make che situation worse. This is one nf the reasons why 
some writers wisely prefer not to mention any That 
for these Ragas. They merely mention the swaras 
used and indicate the swaroop by giving the '’Cha- 
lan” or trend of swaias of the Raga. This indication 
of the swaroop or ChalRn of the Raga is more useful 
than mentioning the name of a Melakarta to which it 
belongs but bears no resemblance to, on account of 
free use of swaras which arc not permitted in the 
Melakarta. 


Ten Tharsof Hindustani Sangeee and the Ten corresponding Meiakarcasof Karnatak Sangeec. 


No. 

Name cf 
Hindustani That 

Swaraa used 

Corresponding 
Mc'akarra u: Karnstak 
osngcct 

No. 
in che 
72 M. 
scheme 

Swaras used 

I 

Yfttnan or Kalyao 


Mecbakalvar.i 

63 

« Hi n.j x?* i r^tj 


Ottawa 1 


Dh ee ra j ns n k-a ra biw- 






rans 

29 

3 fr 2 n 3 m q q 2 f-> 3 

3 

Khamaj 

s i n n 7 q r\ 

Marika mboji 

28 

* fti a* ni q *q> 

4 

Bhairav 

fl \ <• iH Tk 

Maypmarawngojla 

13 

* fti *?3 *?i S R 5 

5 

Poorvi 

* n q's 

Kamsvariihini 

51 

TCI 32 q i'Ti 

6 

Marwa 

* \r. i] a sr 

Gamar.ashrama 

53 

n tci ns fl2 q ^ 2 R» 

7 

Kafi 

tf t T] 7 q \k 

K hutaha ra nri v a 

22 

p ik 2 rj -2 »i q ^2 i~t 2 

S 

Asavari 

* k ^ H H $ tjj 

Natabhaicav! 

20 

p iii n 2 Pi p Vi foj 

9 

| lodi 

H ^ I v fa 

Siiubhapantuvaraii 

45 

•1 TCl »r 2 qj q f^Tj 

10 

i Bhairavi 

1 

9 Vi H c -? '4 i 

Hanuniatodi 

8 

e Hi 1 T 2 q- q q t ^2 











In addition to the ten Meiakatcas of Karnatak Sangeet corresponding to the ten That* 
of Hindustani Sangeet the fallouting additional Melafcartas of Karnatak Sangeet are becoming 
necessary in Hindustani Sangeet. 


No. 

Nu. of 1 

Mela- ' 
karta 

Melaka rta 

Ma 

or 

Mi 

Group 

-1 

Swaraa used r,s 
per (K) 

responding 

•vare$ in (H) 

1 

9 

Dher.uk a 

Ma 

Ra-Gi-Dha-Nu 

’1 Kj I?1 7 f?t3 ; 

« ? »{ q >?, ft 

2 

16 

Chakravaka 

Ma 

Ra-Gu-Dhi-Ni 

*f f>i n 3 * *2 f-h 

W ?' q q 'J 

3 

21 

Kceravani 

Ma 

Ri-Gi-Dha-Nu 

<1 Rj 77j V , 7 V1 f’h 

tr r n; a q h ft 

4 

i 23 

Gourimanohari 

Ma 

Ri-Gi-Diii-Nu 

7 *<2 TTj «• 7 *?J fni 


5 ' 

26 

Charukesi 

Ma 

Ri-G-j-Dha-Ni 

k 2 it s V] l q *! ft 2 

*1 \ H If q *J ft 

n 

36 

Chalanata 

Mr. 

Ru-Uu-i )hu-Nu 

* 1 Vi ftj 

ff *1 «i M q f< ft 

7 

32 

Ramapriya 

Mi 

Ra-GuOhi-Nj 

q p.j % h 2 q vi ft 2 

^ h q v t ft. 

6 

56 

Shanmukhaoriya 

Mi 

R[-Gi-Dha-Ni 

f\ r> n 2 h 2 7 ft 2 

M q q u ft 

9 

57 

Simhcndramadh 







yama 

Mi 

Ri-Gi-Dha-Nu 

*r % *\z fl 2 q Vi ft 3 

« * * 1 , h q H ft 

10 

59 

Dharmavati 

Mi 

Ri-GI- Dhi-Mu 

*1j n 2 J Hi ftj 

q V rf * q U R 

11 

62 

Rishabhaprrya 

Mi 

Ri-Gu-Dha-N: 

<7 T?i TIJ H 2 q VTI R2 

n ^ u «i q ^ ft 

12 

63 

Latangi 

Mi 

Ri-Gu-Dha-Nu 

*r Rj n 3 n • q r* 

«r ) r, fl q a ft 

13 

64 

j Vachaspati 

Mi 

Ri-Gu-Dhi-Ni 

Hi q R; 

q V »r A <* h .ft 


The Seventy-two Melakartas of Karnatak Sangeet. 


Chakra. 


Name of Mela- 
karta. 

Sbnddha Ma 

Swaras used. 

Name of Mela- 
karta. 

Prari Ma 

M. K.! 
No. : 

Chakra. 


> 

a 

Kanakangi 

ra-ga-dha-na 

Salagam 

37 


1 

2 

Ratnangi 

» ». n “ ni 

Jalarnavam 

38 

VII 


3 

Ganamurti 

„ •, 5, -no 

Jhalavarali 

39 


Indu 

4 

Vansapati 

„ „ -dhj -ni 

Navaneetam 

40 | 

Rishi 


3 

Manavatl 

>i >• •» 

Pavani 

41 



6 

T anarupj 

» „ “dhu-nu 

Raghupriya 

42 



7 

Senavati 

ra-gi-dha-na 

Gavambodhi 

43 


11 

6 

Hanumatodi 


Bhavapriya 

44 

vm 


9 

Dhenuka 

» i> i> “ nu 

ShubhapantU' 







varali 

45 


Netra 

10 

Natakapriya 

„ «i -dhi-ni 

Shadvidhamar- 


Vasu 





gitii 

46 



11 

Kokilapriya 

» -nu 

Suvainangi 

47 



12 

Rupavati 

„ „ dhu-nu 

Diwyamani 

48 

i 

L 
















Chakra. 

M.K. 

No. 

Name of Mela 
ka rta. 

Shuddha Ma 

mi or ma 

!- 

S war as used. 

i 

Name of Mela 

karta. 

Prati Ma 
m-> or an 

M.K. 

No. 

Chakra. 


13 

Gayakapriya 

ra-gu-dha-na 

Dhavalambari 

49 


Ill 

14 

Vakulabharana 

;> -ni 

Namanacayani 

50 

IX 


15 

Mayamalavagoula 

„ „ .. -nu 

Kamavardhini 

51 


Agni 

16 

Chaktavaka 

„ -dhi-r.i 

Ramapriva 

52 



17 

Suryakanta 

.. -nu 

Gamanashrama 

53 

Brahma 


18 

Hatakambart 

„ i, -dhu-nu 

Vishwambhari 

54 



19 

Jhankaradhwani 1 

ri-gi-dha ~na 

Shyamatangi 

55 


IV 

20 

Natabhaitavi 

» ij — ni 

Shan rr.uk hapriya 

56 

X 


21 ■ 

Keeravani 

U ** >f “ r 'U 

Simhsndramadh- 







vama 

5? 


Veda 

22 

Kharahatapriya 

„ „ -dhi -ni 

Hcroavati 

58 

Disi 


23 

Gourimanohart 

.» *. ^nu 

Dharmavati 

59 



24 

Varunspriya 

„ )( -dhu-nu 

Nitimaci 

6Q 




25 

Mararanianj 

H-gu-dha-na 

| Kar.thacnani 

61 


V 

26 

Chorukesi 

i, t> n _ ni 

Rishab hapriya 

62 



27 

Sarasangi 

If “HU 

‘ Laran^i 

63 


Bana 

28 

Harikamboji 

,, „ -dhi-ni 

• Vachaspati 

64 

XI 


29 

Dhirashankar- 




Rudra 



bharana 

ti „ „ -nu 

Mechakalyani 

65 j 



30 

Naganandini 

I y . -dhu-nu 

‘ Chirraiflbari 

66 * 



31 

Yagapriya 

ru-gu-dha-na 

Suchartta 

67 j 


VI 

32 

Ragavardhani 

»i *i a 

Jociswaroopini 

68 : 

Xll 


33 

Gangeyabhushini 

>, „ -nu 

Dhacuvaidhini 

69 


Rutu 

34 

Vagadhishwari 

,, „ -dhi -ni 

Nasikabhushini 

70 

Adicya 


33 

Sulini 

„ „ -nu 

Koulam 

71 i 



36 

Chalanaia 

„ „ -dhu-nu 

| Rasikapriya 

72 




Signs and abbreviations used. 

Hindustan Paddhati - (H) Karnatak Paddhati - (K) 

The seven swans are represented as under 

Shadja - « - Sa 

Riahabha - > - Ri 

Gandhara - jj - Ga 

Madhyama - q - Ma 

Panchamn - q ~ Pa 

Dhaiwata - vj - Dh 

Nishadha - fsr - Ni 

Mandra Saptal: Swat-is - ft r 4 ^ jj 7 ft (docs placed 

below). 

Madhya Saptak Swaras - h c <i q a g ft (No dots). 

Tara Saptak Swaras - <1 '* jt h <4 ft dors placed 

above). 

Komal means ‘ Flat” and Tiwra means ‘'Sharp” of 

Western Music. 

Komal Swaras according ro Hindustani Paddhati •— 

^ ^ % ft (Slant strokes 
placed below). 

Tiwra Swaras according to Hindustani Paddhati 

> * ft (No Strokes). 

Shuddha Madhya m or Komal Madhyam according 
to Hindustani and Kamatak Paddhati s— 

*T (No vertical stroke on top, 

Prati Madhyam or Tiwra Ma according to 

Hindustani and Karnatak Paddhati: — 

- $ -(Vertical stroke on top). 



Three Varieties of Rishabha, Gandhara, Dhaiwata and 
Nishadha according to Karnatak Paddhati indicated 
as under 

Ri,-Ri;-Rjv CxAr-Ga.-Gai Ma ( Ma* Dhi-Dh>-Dh> or 

ft, ft, U, *T, *1, Hj etc. 

Ra-Rt Ru Cu-Gi-Cm Ma Mt Dhn-Dhi-Dhu Na-Ni-Nu 
Kan or Grace note placed on the left top of the note- 



Elogation of swaras indicated by a s JT S > <.n 1 
Meend - indicated by a curved line - above the 
swaras :— 

Halt - indicated by a dash ;• - n - »i - «J H - 
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ABHERI 

Hindustan f Sangeet 

There is no Raga culled Abheri jn Hindustani 
Sangeet. There is a Rnca called Abhir which resem¬ 
bles Karnacak Raga Abneri in almost every detail. 
(See Abhir.) 

Karnatak Sangeet 

Abheri is a Janya Raf*a from the 20th Melakanu 
Natabhairavi (ri, «;i, ma dha, ni). Nacabhatravi cor* 
responds to Asovari That of Hindustani Sangeet. 

In Aroha swards Ri and Ni are not used. They 
arc Virjya swaras. In Avaroha all the seven swaras 
are used. Hence the Jaci of Raga Abheri is Audhava- 
Sampootna, 

Aroha and Avacoha of Abheri are as under : — 
Aroha »i 2 «) q 1 \ 

Avaroha « ft, vj t c n- ; ft* n 

According to Htodustani notation they arc as 
under : — 

Aroha * o H, * 

Avaroha R Pj ^ M ^ U 

Swaras used ate Chatushruti Ri, Sadharana Ga 
Shuddha Ma, Shuddha Dh, and Kaishiki Ni. 

According to Hindustani nomenclature swaras 
Ga, Dh and Ni arc KomaL Ri is Tiwra 
and Ma is Shuddha. The Aroha, Avaroha, and 
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swaras used correspond to those of Raga Abhir of 
Hindustani Sangeet. 

The Kriti "Nagumomu Ganalcni” which is com¬ 
monly suns is the only one composed by Shri Thya- 
garaja in Raga Abheri. It used to be sung with 
Shuddha Dhaivata (Komal Dh.). The use of 
Chatushruti Dhaivata (Hwra Dh) as in Bhimpalas 
was found more pleasing. It replaced the Shuddha 
Dhaivata. "Nagumomu Garjaleni" with Chatush- 
ruti Dhaivata and touches of Bhimpalas evoked some 
criticism from the orthodox class of Souch Indian 
Musiaans. The new and pleasing style of singing 
Nagumomu however has taken root. The present 
tendency in the South is to make Nagumomu Gana- 
lem even more Bhimpalas—like than chose who 
introduced the style. 

As sung to-day, Abheri with Chatushruti 
Dhaivata (Tiwra Dh) like Bhimpalas should be in¬ 
cluded among the Janya Ragas of the 22nd Melakarta 
Kharaharapriya (ri. pi. ma,dht, ni), which corresponds 
to Kafi That of Hindustani Sangeet. 

The only popular composition in Raga Abheri is 
given belcw. 

Nagumomu Ganaleni— Adi tala - Shri Thya¬ 
ga raja, 

Ragas Dhanyasi and Bhimpalas are allied to Ragan 
Abheri old and new respectively. The orthodox or 
old Abheri resembles Dhanyasi. Bur in Dhanyasi 
Ri is Shuddha or Komal (See Dhanyasi). Abheri 
with Chatushruti Dh resembles Bhimpalas which 
has found its way to the South and has become 
popular as Bhimpalas. 

Allied Hindustani Ragas are Abhir and Bhimpalas. 
Abhir resembles Abheri with Shuddha Dhaivata or 
Komal Dh. (See Abhir). Bhimpalas resembles the 
present day Abheri with Chatushruli Dhaivata or 
Tiwra Dh (See Bhimpalas). 


ABHIR 3 

There is a Raga called Abhiru mentioned in 
some books on Karnatak Sangeet. This Raga does nor 
resemble either Abheri of Karnatak Sangeet or Abhir 
mentioned in 6ome books on Hindustani Sangeet. 

Abhiru is an Aparichit Raga and there are no 
compositions in this Raga. 


2 

ABHIR 

Hindustani Sangeet 

A Raga called Abhir is mentioned in some 
books on Hindustani Sangeet. The Arolia and 
Avarohe of Abhir are 

Aroha 

Avaroha 

From the above Aroha and Avaroha the Jati of 
Abhir is Audhava-Sampoorna. In Aroha swatas Ri, 
and Dh are not used. They are Virjya swaras. In 
Avaroha all the seven swaras ore used. 

5wata Ri is Tiwra. Swaras Ga, Dh, and Ni ace 
Komal. Ma is Shuddha. 

According to the swaras used. Abhir can be put 
under Asavari That (Natabhairavi). 

Vadi swara is Pa and Samavadi is Sa. 

This is an uncommon Raga and there are no 
compositions available in this Raga. 

Two Ragas, Komal Dhanasari and Bhimpalas, are 
allied to Raga Abhir. 

In Komal Dhanasari Ri is Komal. That is the only 
difference. (See Komal Dhanasari). 

in Bhimpalas Dh is Tiwra. (See Bhimpalas). 
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Karnatfik Sangeet 

There is no Ra?a called Abhir in Karnatak Sangeet. 

There is a Raj>a caP'd Abheri which resembles 
the Hindustani Raga .■hir in every detail. ^See 
Abheri) 

From the similarity between the names and 
swarcops. Abheri and Abhir stand for the same Raya. 


A 

ABHOCif 

Hindustani Sangect 

This Raga is also called Abhogi Canada. In 
Hindustani Sangect, Ragas are classed under certain 
Angm indicating the presence to a good degree of 
the Chaya of an important Raga. Some of the 
important Angas are Dhairav Ang, Mathar Ang, and 
Kanada Ang. In Ragas having Kanada Ang the 
swara group n « > * j.> introduced frequently to give 
the Kanada Chuya, As this is found in Abhogi 
Raga. as sung at present in Hindustani Sangeet, it is 
called Abhogi Kanada. 

Abhogi has been introduced into Hindustani 
Sangect from Karnatak during recent years. 

Abhogi is put under Kafi Thar (Kharabarnpriya). 
in both Aroha and Avaroha swaras Ni and Pa are 
omitted. Hence it’s ]ati is Audhava ■ Audhava. Vadi 
and Samavadi swaras arc Sa and Ma. Aroha and 
Avaroha or Abhogi Kanada are as under :— 

Aroha *? < n g e 

Avar oh a. ft * rr < n or ft *t ;r ^ ^s-si > 
*—q h 


ABHOGI 


In Avaroha the vakra sanchara 'j^n 5 rj > ^ 
introduced to give the Kanada Chaya. Use of q 
u ifi 3 straight way frequently will result in rhe 
Avaroha resembling Bagcshree vciy much. 


The Pakad or Gunjan sw.ira groups (Diagnostic 
swara groups) of Abhogi are 

> w jt r «--iy n —"jis-r h wb 


Time for singing this Raga is between 9 p. m. 
an<l midnight. Sangati v? n and Audolan on Ga arc 
charming. 


Grace note or Kan of Ma on Ga as \ is beautiful. 
A feck or aghat (JWi) on Oh in ' n i ?j_q h 
has :» peculiar effect and introduces a Durga effect. 
The sanchara ;»f this Ruga is mostly in Mandra and 
Madhya Sthayces. 

»his Raga is full of Bhakti Rasa and suited for 
entreaty. 


Popular compositions in Abhogi Raga arc : 

1. Banara- Vilambic Trital-Khyal. 

2. Jayqtj Sir! Radhike—jhaptal. 

3. Charana Dhnr Aye Ri—jhaptal. 

Allied or Samaprakritik Hindustani Ragas arc Bage- 
shree and Bhavani. 

In Bageshree swara Ni h used both in Aroha 
.and Avaroha but in Abnogi it is a virjya swara. 
In Bageshree * ^ * a i* used in a straight 

wpy and not in a valcra sanchara as fj q ? 
(dec Bageshree) 

In Bhavani three swaras Ga, Ma, Ni arc absent 
(See Bhavani) 


Karnatak Sang;eet 

Abhogi is a very popular Raga in Karnatak Sangecr. 
It is -a Janya Raga from the 22nd Mdakarta Kharah- 
sirapriya (ri r gt, ma, dhi, ni) Swaras Pa and .Ni are 


.2 a' 



ADANA 
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dropped in both Aroha and Avaroha. Us Jarils there¬ 
fore Audhava—Audhava. Its Aroha and Avaroha arc 
93 under : 

Aroha « *12 % 9. 

Avaroha A ^2 Mi n 2 ft 2 <1 

Swaras used are Charuahruti Ri. Sadharana Ga, 
Shuddha Ma, and Chutshruci Dh. 

According to Hindustani notation they are a9 
under 

Aroha « > M , R * « 

Avaroha fl y x* *\ ft a 

The Aroha and Avaroha of Karnacak Abhogi 
are exactly like those of the Hindustani Raga 
Abhogi. In Kainatak Abhogi the vakra aanchara 
^ q ft « >5 not dune. mft»B used in a straight 
way. 

Andolan on Ga and use of double Ri as ft ft ? 
give emphasis and add to the beauty of the Ragu. 

It is tutt of Bhakti Rasa and entreaty. 

Sadharana Gandhara (ga or gi) and Chatuabiuti 

2 

Dhaivaca (dh or dhi) are the Chaya swaras of Karnatak 
Raga Abhogi. 1 

The following swara groups are frequently used, 

\i ft ft \ ^ ft ft fl 

Popular compositions in Raga Abhogi arc 

1. Evatr Bodhana—Varnam—Adi tala 

2. Nanmi Brova Nee-Kriti-Adi tala- 

Shri Thyagaraja, 

Karnatak Raga which is allied to Abhogi is Shri- 
ranjini. In this Raga swara Mi is used both in Aroha 


and Avaroha. Shriranfini corresponds to Shuddha 
Bageshree of Hindustani Sangeet (See. Shriranjini) 
From the swaras used, and their Aroha and 
Avaroha the Ragas Abhogi of North and South 
are similar. 


4 

ADANA 

Hindustani Sangeet 

Adana is a very populac Raga in Hindustani 
Sangeet. Ir is derived from Asavari That (Natabhei- 
ravi) 

In Aroha, swara Ga is omitted (Virjya). Seven 
swaras are used in Avaroha Hence the Jati of Adana 
is Shadhava—Sampoorna. 

Swaras vised in this Raga are Tiwta Ri, Komal 
Ga, Shuddha Ma, Komal Dh, and either Komal or 
both kinds ot Ni. Atoha and Avaroha of Rega Adana 
are as under: 

Aroha * > q «t \ u ot x ft q t vj fa 4 

Avaroha q-R q ft « 

Vadi and Samavadi swaras are Tara Sbadja and 
Tancham. Pakad 01 Diagnostic swatas of Adana arc 
K-ft q-q q ft « 

The sanchara of Adana is mostly in Madhya and 
Tara Sapraks as it is a Uttarang3 Raga. 

Adatio w full of Veera Rasa. 

This Raga is sung in the third prahara of night. 

liwra Ni is used only in Aroha occasionally to 
distinguish Adana from Durban Kanada. It is used as 
<f ^ fa 4 Rut use of Tiwra Ni gives a Bahar touch. 
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Vakra sanchatas % % q and « h > g should be 
remembered. Omitting Dh in Avaroha gives the 
touch or chaya ot Raga Sulia. 

Popular compositions in Reg? Adana arc : 

1. Gavnta Chatura Gnni ]hap tal-Lakshanagcct. 

2. Para Kakhi Mori —Vilambic Ektal-Khyal. 

3. Ciagari Mori Bharana —Tri-cut. Chora Khyal. 

Hindu>tani Raga which is allied to Adana 
is Durban Kar.nda. In Durban Kanada Tiwra Ni is 
not used. Ga is used in Aroho although it is ss'eak or 
dorbaf. Durbari Kanada is a l’oorvanjp Raea and its 
sar.charn js mostly in Mondra and Madhya Sapcabs, 
(Sec Durbari Kanadnj. 

Kariutnk Sangcct 

There is no Rapa called Adana in Karnatak 
Sangeec. There is a Raga called Ate ana which is 
very popular and which has certain similarities with 
Adana. In Actami Tiwra (3a, Tiwra Dh, and 
Tiwra Mi are used. Arc ha and Avuroha of At Cana are 
as under :.~ 

Aroha « > q q f-r « or « \ u « cr 

Avaroha g re ’■IST n t * 1 $* g (Sec Attana' 

There is no Raga in Karnatalc Sangecr. which exactly 
corresponds to Adana ot Hindustani Sangcet. 
Raga Kanada of Scuth resembles Adana of Notch ir» 
certain sanrharas. As in Attam of South in Kanudn 
also Tiwra Dh is used. (3a and Ni arc Komal and not 
Tiwra as in At tan a. It's Aroha and Avaroha arc as under: 

Aroha s ft n q Wicfcr i\ 

Avaroha H fj.G q-w q qsR \ * (See Kanida). 

Like Bageshree, Dhimpalu and othec Ragus, Adana 
of Hindustani Sangeet is also getting popular in the 
South under the name Adana. 


ADANA BAHAR 


m 
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ADANA BAHAR 

Hindustani Sangcct 

This is one of the combined or samyukta Ragan 
which have been composed during recent years. 
The Bahar An«a is grafted on several other Ragas 
like Bageshree, Bhairav, Basant rtc. giving rise to 
compound Ragas like, Bageshree Bahar, Bhairav Bahar, 
Ikisant Bahar, f.tc, Adana Bahar is also one such 
Samyukta or compound Raga, 

The construction ot compound Ragas offers in¬ 
tellectual exercise to those who arc interested in the 

Art. Some of the Ragas resukmx fiom intelligent 
fusion nf two or more Ragas fire very pleasing, Out 
often the parch work is obvious. The resulting Kngjs 
do no( have the individuality possessed by pure 
Ragas. The arcist’s attention is more engaged in 
negotiating the Ragn than in it< artistic presentation. 
Glassification of such Ragas under the Tbars becomes 
almost impossible. In the case of many Ragas in 
Hindustani Music it is difficult to place them under 
any of the ten That*, that is why some writers 
have thought it wise to merely state the kinds of 
S war as used without making mention of Thats at all. 
for instance Rag a Adana beings to Asavati Tint 
(Natabhaimvi) while Ragn Bahar bcbn;;s to Kafr 
That (Kharaharaptiya). Adana Bahar cat: come under 
both or neither. 

In Adana Bahar swaia.s Pa and Dh are omitted 
in Aroha. In Avaroha only Dh is omitted. Hence 
it's Jati is Andhava-Shudhiivu. but s.imc use Oil 
in Aroha making the Jati ShadliavB-Shauhava. Vadi 
and Samavadi j war as ore Ma and Sa. Some suggest 
the reverse arrangement. 

The swa:as used are Tiwra Rj, Komal Ua, Shuddha 
Ma, and both kinds of Ni. But Tiwra Ni is slightly 
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AHIRI 


U 


used in Avaroha and Komal Ni is used both in Aroha 
and Avaroha. When Dh is used it is Tiwra Dh. 

The Aroha and Avaroha of Raga Adana Bahar 
are as under:— 

) Aroha <1 ^ R q-ft q ft « 

No. 1. J Avaroha « ft q-qssq-n R ft ft. ^ H U n or 

yr. J ) Aroha r q- ft q-^ R R ft « 

a L ‘ j Avaroha a ft q-qSSR-^ *t ft ft «T *l-»l *1X * 

The time for singing this Rapa is between 9 P.M. 
and midnight. Some use Komal Dh in Avaroha as- 
^ V J. ft T and then add rssr. The use of elon¬ 
gated Madhyam as mm is very beautiful in 
Adana Bahar. 

Popular compositions in Adana Bahar ace •.— 

1. Yalla Sai Sajana - Vilambit Ektal-Khyah 

2. I'iyaso Neha - Madhyalayn Trital-Khyal. 
As in the case of other compound Ragas in the 

case of Adana Bahar also it’s Allied Ragas are the 
compounded Ragas themselves. 

Karnatak Sangeet 

There is no Raga called Adana Bahar in Kamatak 
Sangeet. Raga Kanada which has the following 
Aroha and Avaroha lias some resemblance to Adana 
Bahar. 

Aroha ? 1 1 9 

Avaroha « ft * ssq q q TSR < ** 

If in the above Avaroha Dh is made Komal and 
the sanchara made vakra as 'j ft q the Kanada of 
Katnatak Sangeet will greatly resemble Adana Bahar. 

Another method of getting an equivalent to 
A dan? Bahar in Karnatic Sangeet is to mix At tan a 
with Kanada and use Shuddha Dh (Komal Dh) in 
Avaroha. 


6 

AMIRI 

Hindustani Sangeet 

Although a number of compound Ragas like 
Ahir Bhairav, Ahit Thodi tic . are sung the swaroop 
of Raga Ahiri itself seems to have been forgotten. 
We do not hear Ahiri being sung in Hindustani 
Sangeet. 

Ahir means the Gowala or of Gowli caste. Why 
has this Raya been named after that profession ? Has 
a Raga been formed from the folk songs of the Ahirs 
in the same way as Pahadi has been formed from 
the tunes of the Hill Tribes (Pahadi people) or 
Mand from folk songs sung by people of Rajasthan 
during marriage occasions ! 

According to Sangecta Kaloadruma Ahiri is a 
combination of Bhairav in Pourvang and Kufi or 
Harapriya in Uttarang. Haraprlya stands for Kharahara- 
priya. Jaci of Ahiri is Sampoorna-$ampoorna. Its Aroha 
and Avaroha are :— 

A roha 9 \ *j tj q ^ ft « 

Avaroha 

Swat as used in this Raga are Ri Komal, Ga Tiwra, 
Ma Shuddha, Dh Tiwra and Ni Komal. 

Vadi Swat a is Shadja and Samavadi is Panchain, 
The time for singing this Raga is morning. 

Ahir Bhairav of Hindustani Sangeet has got the 
same s war as in Aroha and Avaroha as the Ahiri 
described above. But in Ahir Bhairav the sanchara 
is Vakra. (See Ahit Bhairav). 
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Karnatnk Sangeet 

w R r Sa 1 h ' ri oI , K 1 9rr ' iltak Sangeet is now consi- 
; r ‘ 1 a Janv :? ot t . 1 ' e ' 4,h MHakaru Vakulabharna 
(ra, jw raa. dha, ni.). Tor a long ritnt: it was ni,t 

Me,skaita H —™ 

Ahlfi ! S ^ arn P 00rna -Sampoorna. In Aroha 
rUf £ b . =*** or v ^ra. In Avaroha swara 

undi'r ^ ° ngaceJ ' Arc,ha and Avaroha of Ahiri areas 

-Aroha * fr, n.r, n 3 q, q ^ * 0f 

* f R, *T r/, q, 7 v, * 

Avaroha « r 2 q x 5 T TJl ji, ft 2 * 

According to Hindustani Noration they arc 
Aroha 

n V q > r q q * ft 4 
Avaroha « 

Ni sai ' L ‘!' am tou ches of Ri, Ga, Dh, an.I 

Hcnro 1. ,' h “' mentioned above are found, 

mnee the difliculty ot fixing the Mclabtta for this 

In Hindustani Ahiri swara Dh is Titvra. Ahiri 
pLor.-^ 1 "“J’S ik ' Bha!rav 01 Hindustani Music in 
tan" 8 and Bhairavi l>f Hindustani Music in Utta- 

R..J !,iS A aBa expre *“ s “WK». This is a difficult 
Jga and hence attempted by big musicians only. 
Compositions in this Raga arc: — 

V Ada >’ a Shri Raghuvara-Adj Tala—Shri Thva- 
garaja. ' 

2. Challara Raiwachandta - Triputa tab-Shri 
1 h yaga raja, 

KarnatakRaga allied to Ahiri is Vakulabharna 
which js Melakarea No. 14. (Sec Viitculabharna). 


AMIR BHAIRAV 
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AHID BHAIRAV 

Hindustani Sangeet 

This Raga is an oid one and is now popular. 
As die name suggests it is a compound or Samyukta 
Raga obtained by the combination of Ahiri and 
Bhairav. Its I’onrvanga has Bhairav Ang and its 
Uttaranga has Kafi or Harapriya Chaya. 

Ahir Bhairav belongs to Bhairav That. There arc 
two types of Ahir Bhairav, In the first type, in the 
Aroha, swara Ni is (Virjya). The Jati of this type 
is therefore Shadhova-Sampnnma, Its Aroha and 
Avaroha are as under : 

Aroha 

Avaroha ^ s i -v-i jt-? s « or q V s. 

The second type is of Sampoonia-Sainpoorna Jati 
having for its Aroha and Avaroha 

Aroha a \ n v «i x\ - la 

Avaroha « « q q ij \ *»-f^ ^ a 

Swam used in Ahir Bhairav are Komal Ri, Tiwta 
Ga, Shuddha Ma, Tiwra Dh, and Komal Ni. In this 

Raga Ma and Sa arc the Vadi and Samavadi swaras. 
The time for signing this Raga is during the early 
hours of the day. 

In the first type of Ahir Bhairav the ending of 
the Avaroha with t *ii \« gives a Vibhas Chaya 
although the meend on n t slightly removes it. In 
the Second type of Ahir Bhairav *r *1 > s is used. 
The use of n \ n is better than <t tl-\ *t which is 
used in the first type. 

In both types the vakra sanebara R v trs is 
beautiful. 
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In the second type > « at the end of Avaroha 
tfve* Rimbhirata. In this type the ending of Maps 
is done with the following swara groups, 

* *i t X \ B 

The Antara in the first type begins with ft q q 
-rt while in second type it fe with q n R- 

s fte 

The Pakad or diagnostic swaras suggested for the 
second are as under, q u ft vr q R-n q « -ft > „ 

fhe Hindustani Raga which is allied to Ahir 
Rhairav is A nan da Bhairav. In Ananda Bhairav 
however, sw:i xas Oh and Ni are omitted in Aroha. 
The swara groups hh s-t ft q are chaeucccrstic. 
(See Ananda Bhairav). 

Karnatak Sangeet 

There is no Raga called Ah it Bhairav in Karnatak 
Sangeet, Chakravaka which is Mdakarta No. 16 
(ra, gu, ma, dhi, ni) resembles the Sampoorna- 

Saropoort* type of Ahir Bhairav very closely. Aroha 
and Avaioha of Chakravaka are asunder. 

Aroha * ft n r t q ft a 
Avaroha <f ft >q q R *i T fl 
(See Chakravaka). 


AHJR] 8 TODI 


Hindustani Sangeet 


This is an Aparichit or uncommon Raga. Swara* 
nsed in this Raga arc Komal Ri, Komal G a . Shuddha 
Ma, Komal Dh, and both Komal and Tiwra Ni 
Aroha and Avaroha of Ahiri Todi are: 


Aroha ? r e q-** * ft q-q n-„ u ft <i-\- ft * 
Avaroha \ t fl-ft ^ q-a^ q q^-> * or ^ q q > e 


AHIRI TODI 15 

One peculiarity of this Raga is that both Komal 
and Tiwra Nishads are used in both Aroha ar.d 
Avaroha. 

Vadi and Samavadi swaras are Komal Dh and 
Komal Oa. 

Karnatak Sangeet 

There is no Raga called Ahiri Todi in Karnatak 
Sangeet. There i$ no Raga in Karnatak Sangeet which 
is allied to Ahiri Todi, 
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ALAI/A BILAWAL 


Hindustani Sangeet 

This Rag3 belongs to Bilawal That and is the 
most commonly sung type of Bilawal. It is a morning 
Raga. The swaras used arc Tiwra Ri, Tiwra Ga, 
Tiwra Dh, Komal and Tiwra Ni, and Shuddha Ma. 

In Aroha Ma is emitted. Hence its Jati is Shadhava- 
Sampoorna. Its Aroha and Avaroha are as under. 

Aroha > *\ ’i vj-ft 

Avaroha « M v* q-q gpj w n ^ 1 o or n q-a it h 

The Sanchara is Vakra or Ztg Zag is both Atoha 
and Avaroha. 

Pakad, Gunjan, or diagnostic swara groups are, 
m q-usft ^ and n l «i q % R-R tss 

Komal Ni is used as ^ rft R q only. Sangati rr 
is sometimes used. 

Vadi and Samavadi swaras are Dh and Ga. 

Popular compositions in this P*aga are: 
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ct J ab Kahawa « Aliya Trital-MaJhyalaya-Laksliatis 

Manaharawa _ Trital-Chota khyal. 

Dayya Kaha Gaye _ Tilwada-Khyat. 

Kavana Bataria _ Trital-Chota Khval. 

a So ™ c «{«* fyp« of Bilawa] like Shuklu Bihnva). 
bhuodha BtJawal etc ore allied to Ahjya Btlawal. 

<~ ec bhuddha Bilawal and Shokla Bilawal). 

KVirnatak Sntigeet 

There « no Ra ga called Ataiys P-XIawal in 
(sarnatak bangeet. 

Rapa Bilahari which r.j derived from the 29rh 
Melakarta Dhccrajhaiikarabhurana (Bilawal Thar) 
resembles Alaiya Hilawal very closely. Its Aroha and 
arid Avaroha arc. 

Aroha 9 ft .-| q ’,7 « 

Avaroha *r ft vj n-y ft vi q-n n ^ 

In Aroha of Bilahori, both Ma and Ni arc dropped 
In Alaiya Bilawal only Ma is omitted. Use of Koma^ 
Ni as ’q q 7 is found in Btlahan also. 

(See bilahari). 
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AMBIKA 

Hindustani Sangeet 

This Raga is also called Madhuvar.n or Mauhu- 
mabti. It id better known by the name Madhuvanti 

This Raga has been introduced during the In* twcniv 
five or thirty years. Two persons are said 10 have com- 
pwed this Raga simultaneously. Professor Wamanrac 
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Padliyc of Kolhapur composed this Raga in the name 
of the Goddess Ambabai svorshlpped in Kolhapur. 
Bitarist Usfad Vilayatkhan of Gouripur w also said to 
have Composed a Raga similar to Ambika simultaneously. 

Ihis Raga is described in detail under Madhuvanti. 
(Sec Madhuvanti^. 

Karnatak Sangeet. 

There js no Raga called Ambika, Madhuvanti 
or Mudhumul&ti in Karnatak Saogeet. Karnatak 
Me la kart a Raga No. 59 Dharmavati (ri. gi. nii. dhi. 
nu) resembles Ambika or Madhuvanti.Its Aroha 
and Avaroha are 

Aroha flftij ft 
Avaroha ft ft s -4 ft n ft »i 
(Sec Pharmavnti). 

tl 

AMRI'l AVAHIN! 

Hindustani Sangeet 

There is no Raga called Amritavahini in Hindu¬ 
stani Sangeet. The Hindustani Raga. Ksushi Kanada 
of Asavaii That (There is one belonging eo Kafi 
That also) resembles Amritavahini of Karnatak 
Sangeec. Aroha and Avaroha of Kaushi Kanada of 
Asavari That are as under : 

A rohn f.\ n-Tf-if rr-T RS-tt f-t-fH * 

Avaroha 17 \'i « ^ > n 

Karnatak Sangeet. 

Amritavahini is a janya of the 20th Mdakarca 
Natabhairavi (Asavari Thar). It is a Shadhava- -Sha- 
dhava Raga, Virjya swaras being Ga in Aroha and Pa 
in Avaroha. It has for its Aroha and Avaroha 
Aroha * \ 

Avaroha 3 ^ ^ n n n 
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This Raga is not a very commonly heard Raga. 
Popular composition in this Raga is 

Sriramapadama—Adi Tala—Shri. Thyagaraja. 

There are two Karnatak Ragas which are allied to 
Amritavahini. These are Kanakavasanta and Saramati. 
Kanakavasanta is a janya of Natabhairavt (Asavari 
That) It is a Shadhava-Sampoorna Raga having 
Aroha and Avaroha as under. 

Aroha 8 r-* ^ « 

Avaroha 

Saramati is also a janya of Natubhairevi Melakarta. 
Aroha is Sampoorna. In Avaroha Pa and Ri are 
dropped. Hence it is a Sampoornn-Audhava Raga. 
Us Aroha and Avaroha arc given below. 

Aroha 

Avaroha « v R q a 

Prom the Aroha and Avaroha given above it will 
be seen that Saramaci of South is almost inverted 

Kaushi Kanada of North. 

(See Sara in a ti). 
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AMRITAVARSHINI 

Hindustani Sangeet 

There is no Raya called Amritavarshini in Hin¬ 
dustani Sangeer. 

Amritavarshini of South, which we frequently 
hear during recent years, resembles the Hindustani 
Raga Malashree. Aroha and Avaroha of this type 
of Amritavarshini are 

Aroha *r it A q f-t * 

Avjirnhu it hi <i^i »i 


Iff 

There are three types of Malashree. Swans Ri and 
Dh ate not used in any of the types. The first type 
has only three swaras. Ma and Hi arc both Vitjyu 
Swaras. In the second type Ni is omitted. In the 
third type Ma is omirted. In the third type in Aroha 
Ma is omitted but in Avaroha both Ni and Ma arc 
slightly touched, 

Malashree which resembles Amritavatshini has 
the followin'* Aroha and Avaroha — 

Aroha * *t q f-* n 
Avaroha fAj- n n * 

(See Mabshrce) 

Karnatak Sangeet 

Amritavarshini r> placed under different Me I a kart as 
bv difierent writers. Some put ir under No. 39 
Mcbfcatca, JhaUvsuali (ia, «>a, mi, dha, nu) and the 
Aroha and Avaroha "iven are— 

Aroha * % *Ti ^2 J v3 : ^3 q <* 

Avaroha « Ri 1 : (: *li f*i 

Swaras used arc Shuddha Ri, Shuddh? CJa ; Prati 
Ma, Shuddh a Oh and Kakali Ni. 

According to Hindustani notation they are 
Aroha \ < $ v *r fh T n 
Avaroha ft n i v i b X ^ * 

The above swnrocp of Amritavarshini is very 
peculiar and has -some resemblance to Hindustani 
Raga, Shcee. Shrce, of North has the following Aroha 

and Avaroha- ■ 

Aroha h f. > -n-V ri q-f-i 8 
Avaroha A n V* V*V * 

In Amritavarshini one writer omits Dh in Aroha 
jn J gives the same swaras lor Avaroha ns arc given in 
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the first kind of Amritavarshini. This type ol 
Amritavarshini without Dh in Aroha has even greater 
resemblance to Raga Shree of Hindustani Sangeet. 

There are no compositions available in these type? 
of Amricavarshini. 

The type of Amritavarshini which is sung at 
present has no resemblance to the above types, il 
is put under No. Jp Melakam, '= Gamanashrama (ra, 
gu, mi, dhi, r.u). Gamanashrama corresponds to 
Marwa That. Dixitar’s school of musicians place 
Amritavarshini under No. 66 Melakarta, Chitrambari 
(ri, gu, mi, dho, nu>. As swaras Ri and Dh are not 
used in this type of Amritavarshini it can come under 
either of the Meiakaaas. 

Aroha and Avaroha of this type of Amrieavarshini 
are— 

Aroha « *lj ** f*j w 
Avaroha ri fl 

This is an Audhava - Audhava Raga with swaras 
Ri and Dh omitted. 

Swaras used are Antara Ga, Prati Ma, and 
Kakali Nj. 

According to Hindustani notation the Aroha and 
Avaroha will be as under 5 

Aroha *? q ri 7 f?i 

Avaroha ri hi 5 q nr? 

This type of Amritavarshini resemble* Malashicc 
ol Hindustani Sangeet. 

Popular compositions in Rapa Amritavarshmi ot 
Chitrambari or Mechakalyam Me la kart as are: — 

1. Anandamritavarshini Amritavarshini^ 

Adi Tala—Muthiiswamy Dm tat. 

2. inidhamayee—Rupaka Tata— 

L. Muthiah Bhagawacar. 


21 

It is said that Shri Muchuswamy Dixitar brought 
down rain at Httiapuram by ringing the song Ananda 
mritavarshini Amritavarshini in the Raga Amritavar¬ 
shini in praise of the G.oddess of that place and 
saved the crops which were drying up for want of 

rains. 

Ragas Amritavarshini and Devamritavarshini are 
rwo entirely different Ragas. 
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AN AMD Dli AID A V 

Hindustani Sangeet. 

This Raga is placed under Bhairav That. Strictly 
speaking it should come under the Karnatak Mcla- 
'karta Chakravaka. But in Hindustani Sangeet there 
is no That corresponding to Chakravaka of Kainaeak 
Sangeet, 

Swaras used in this Raga arc Ri Kotrial, Ga, 
Tiwra,. Ma Shuddha, Dh Tiwra and Ni KomaL 

The jati of the Raga is Audhava-Sampootna, five 
swaras being used in Aroha and all the seven swaras 
in Avaroha, ha Aroha and Avaroha are as under*. 

Aroha H-q->n-q-q-q^-ri 

Avaroha H 

The. Virjya swaras in Aroha are Dh and Ni. 
The Vadi and Samavadi swaras of Anand Bhairav 
are Ma and Sa, respectively. This Raga is recognised 
by the following groups of Swaras which go to imkc 
the Pakad of the Raga. 

fl i or ^ q ft « 
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22 RAG A NIDHI 

In thR Raga the Poorvanga is Bhairav and the 
Uttaratjga is Hilawal. Vakra sanc-haws * an . ri 
q 11 q > arc characteristic of the Raca. Ha!c oo Mi is 
beautiful. As in Bhairav, in Anand Bhairav, AndoUn 
on swara Ri is promitienr. This Raga is sung in the 
morning. 

Popular compositions in chis Raga are : 

J. Ajc Anando Bhayc-Jhaptal Vilnmbir- 
l.akshangeet. 

2. Mete Mana-Jhiipcal Khy »1. 

The following Hindustani Rncas are all.ed to 
Anand Bhairav. 

A hit Bhairav. In chis Ruga Oh in used in 
Arnha as q a * *?, In Avarohy << f-f 4 2 * is u?ed 
and not q a M. (See Ahir Bhairav), 

Shivmnt Bhairav or Shiva Bhairav. In this Raea 
two Gandha.s are used. Chaya of Todi is brought 
in oi: account of Komal Ga in Avarcha (Sec Shivmat 
Bhairav). 

Karnntfik San sect. 

There b no Ratia called Anand Bhairav in Karnarak 
Sanyeet. There is a very popular Rag* called 

Anandabhaitavl which doe? not resemble Anand 
Bhairav of Hindustani Sanyect. (Sec Aruindabhai- 
iavi.) 

Ve>:avahini which i? a Janyn cf the I6ch Meia- 
katta 'thakravaka has some resemblance to Anand 
Bhairav ot Hindustani Sangcet. Ic’s Arohj and 
Avaroba are as under. 

Aroha 

Avar oh a q r * 7 n * 


M 

AMAINDARHAJIiAVI 

Hindustani Sangeet 

There is no Rasa called Anandnbhairavi in 
Hindustani sangeec. Raya Anand Bhairav is quite a 
different Raga and has been described already. (Sec 
Anand Bhairav). 

The Maharashtra stage song Hehata Sharanagata 
( toai «mit»rar ) from ebe Flay Manaptman is 
supposed -«o be the imitation of a song in Ananda 
bhairavi of the South. As sung at present it has not 
*;ot the Ar.andabhairavi swaronp, It is now sung like 
a mixture cf Hindustani Kali and Pilu. 

There is no Rajr.i in Hindustani Sangeet which is 
allied to Anandabhairavi of South. 

Karnatak Saitgect 

Anar.riabhairavi is a very popular Raga in the 
Smith. It is derived from the 20th Melakarti 
Natabhairuvi (ii, gh :na, dha, ni). Natabhairavi 
correspond* to Asivari That. 

This is one of the Bh»$h*noa Ragas in which 
swaras other than those in the Mclakatta or That 
are introduced for Ranjafaitwa. In Hindustani San* 
eeet such Ragas arc many. In Karnatak sangeec also 
there are a few Ragas which come under this category. 
In Anaudabhairavi two Gandhars, two Dhaivatas, 
and two Nishads are used. 

There are also a number of vakra sanchara* in 
this Raga. Hence great care has to be taken while 
rendering this Raga to bring the features properly. 

Long andolans ot\ Ga, D!i, and Ni and halt on 
Ma arc beautiful. 


(See Vega vah Ini) 
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The Aroha and Avaroha of Anandabhaitavi are 
as under 

Aroha « n, ft* n, q-u «i 2 3fl or i 1 ft, n 

Avaroha d q~n 3 q t <j q. s-q, q 2 *1 s- 

q, q 2 ftj «-firi n 

According to Hindustani notation they are 
as under 

Aroha «r r > r q-q « i a on a 5 ra s 

Avaroha qs-Rq «i J[ > « ift * 

Swaras used mostly are Chaehushruti Ri, Sad ha- 
rana Ga, Shuddha Ma, Charhushruti Dh and Kiis- 
hika Ni. Sometimes Aulara Oa, Shudilia Uh. 
and Kakali Ni are also used. 

Popular compoaiciorjs in Anandabhairavi are; — 

1. Oh ! Jagadamba-Adi Tala-Shyamn Shastry 

2. Mana.a Gurucuba-Rupaka Tala-Muchu- 

swaroi Dixitar 

3. Satbhaktiyu Galgu-Rupaka Tala-Ramnad 

Srinivasa Iyengar 

The Karnatak Rapa Reecigowla is allied to Ananda 
bhairavi to some extent. .In Rcerjgovla Dh is not 
used in Aroha. Only one kind ot Ki, Ga, Oh and 
Ni are used. 

Reerigowla is also a janya of the 20:h Melakarta 
Natabhalravi (See Reetigowla). 
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AMAIN Dl, ANANDA KAI 7AM, 
OR MAMD. 

Hindustani Sangeet 

Anandi is also called Ananda Kalyan or Nand Raw, 
This Raga is one cf comparatively recent introduction, 
k belongs to_ Kalyan Thar. (Mechakalyani), It 
a a Shadnnva-Sampoorna Raga, the virjya swara in 
Archu being Ri. The Aroha and Avaroha of Anand: 

are as under 

Aroha qfiW: - q q 1 - vjfqy - i* ^ 

Avaroha - f-i<* - qq-qq - 

This Raga is diagnosed by the following swara 
troops (Pakad \ 

- *ri - fl - 

The Vadi and Snmavadi wants are Pa and 5a. 
Bot some suggest the reverse combination. The 
«waras used in this Raga are Ri Tiwra. both Shuddlm 
:md Prati Ma, and Ni Tiwra. Konial and Tiwra 

Madhyams occur side by .side as n q:? in Aroha. 

Vakra sane haras fh q-** q '( n are characteristic of this 
Raga. Halts on swatas Ri, C3a and Ma in '••jTecq - nc 
are beautiful. This Raya js sung between 5 1\,\T 
and midnight. Anandi or Nand Rr.g is considered 
t-• be a mixture ot flih3g» Nat and Hamir. 

Popular composition* in Nand Rag are : 

1. Ainhoo hr Aye Shyam - Tcita) • Khyal. 

2. niv.onda Hare Sayya-Ekca) Khyal Vilambif. 

I he Hindustani Rapa Bihag in some ways resembles 
Nand Raya. But in Bihag Komal and Tiwra Ma 
are not used side bv side in Aroha, lc may occur in 
Avaroha as 4q*j. Vakra Sancharas of Anand Kalyan 
are not found in Rihag. (See Bihag). 
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Karnalak Sangeet 

There arc no Ragas called Anandi. A nand Kalynti 
or Nand in Karnatak Sangeec. 

There is no Raga in Karnatak Sangeec which is 
allied to rhe above Raga. 

Like many other Hindustani Ragas, Nand Raga is 
also finding a place in film music in the South. 

16 

ANDHALI 

Mindusiaui Sangeet 

There i.s no Raga called Andhali in Hindustani 
Sangeet. There is no Hindustani Raga which either 
corresponds to, or is allied to Andhali of Kamatak 
sangeec. 

This Raga is very well suited foe introduction 
into Hindustani Sangeet. 

Karnatak Sangeet 

Even in Karnatak Sangeet it is not a very popular 
Raga. It is a janya of the 28th Melakarta Harikam- 
boji (KhamajThac). It’s Jati is Amlhava—Shadhava. 
Virjva swaras arc Ga and Dh in Aroha and Dh in 
Avaroha. It's Aroha and Avaroha arc as under:- 
Aroha « ft 2 iii q >*2 « 

Avaroha d IH 2 •* Ri M 3 Mi f« 2 n 

According to Hindustani notation they are as under:- 
Atoha 
Avaioha 

Swaras used in Andhali are Chathushruti Ri, 
Antara Ga, Shuddha Ma, and Kaishika Ni. 

A popular composition in this Raga is : 
Bruhannayaki-Adi cala-Muthuswamy Dixitar. 
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ANDOLIKA 

Hindustani Sangeet 

There is no Raga called Andolika in Hindustani 
Sanoect. 

Raga Sorat resembles Andolika vety closely. Sorat 
ha* the following Aroha and Avaroha. 

Aroha h > q q A 

Avaroha q Rj q q > q 

(See Sorat). 

Karnatak Sangeet 

Although the number of songs in this Hava N 
small the Raga is a very beautiful one. 

Andclika is derived from the 28th Mdakarta 
Harikambojr (Khamaf That). It is an Audhava • 
Audhava Raga. Swaras Ga and Dh arc omittpd in 
Aroha and Pa and Ga ace omitted in Avaroha. 
It’s Aroha and Avaroha ate as under-- 

Aroha p ft* Hi i rAj *? 

Avaroha n fhj q$> Mi S f^ s 't 

According to Hindustani Notation they are as 
under 

Aroha « 't q 1 fa h 

Avaroha « fa ^ q : S » 

The s warns used in Andolika a re Chathiuhcuti Ri. 
Ga Vir;ya, Shuddha Mn. Chatluishruii Dh, and 
kaishika Ni. 

Elongation ot swaras M.i and Ri in Avaroha has 
a peculiar charm. Mecnd nr Jam from Ma to Rj 
r-s iTt .sounds beautiful 
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Compositions in this Raga are: — 

1, Mahishasuramsirdhini - Varnam - Adi tala- 

Muthiah Bhagawatar. 

2. Ragasudha Rasa Adi tala—Shri. Thyagaraja. 

Raga Surali of Kamatak Sangeet is allied to 
Andolika. But in Surati Ga is u*ed in Avaroha. 
Vakra sanchara ii *] <* is characteristic of Surati. 
(See Surati). 
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ANiJANl TOD! 


Mindnslani Sangeet 

This is an Aparichit or uncommon Raga. 

Although this is supposed to be a kind of Todi 
it is difficult to fix the That in which it should be 
included. 

In Aroha swara Ga is. either not used or used in 
a Vakra fashion. 

In Avaroha all the seven swaras are used. Hence 
it's Jati is Shadhava-Sampoorna. 

It’s Aroha and Avaroha are as under: — 

Aroha or 

Avaroha. or 

In this Raga Ri is Tiwra, Ga is Komal, Ma is 
Shuddha. Dh is both Komal and Tiwra and Ni is 
also both Komal and Tiwra. Komal Oh is used in 
Aroha and Tiwra in Avaroha. Tiwra Ni is used 
in Aroha and Komal Ni in Avaroha. 

The swaroop of this Raga is net properly 
understood. 


*9 

The s war as give a chaya of Patadeep. 

Then the following s warns q-*j q ^ sound like 
Bhimpalas. The swara* i* q-if-^R-q n sound like 
Desi. Chayas of three Ragas, Patadeep, Bhirnpalas 
and Gcsi have to be brought out in the make up of 
this Raga. 

Although called Anjar.i Todi the chaya of Todi 
Raga is not in evidence. 

There is no Raga in Hindustani sangeet which is 
closely allied to Anjani Todi. 

Knrnstak Sangeet 

There is no Raga called Anjani Todi ill Karnatak 
Sangeet. There is no Karnatak Raga with the 
swaroop of Anjani Todi of Hindustani Sangeet. 

19 

ARAbHI 


Hindustani Sangeet 

This Raga is also called Patakhambavati by .some. 

Arabhi is one of the Ragas introduced into 
Hindustani Sangest from the South through the 
stage music of Mahurashtra. The song 'Chandrika Hi 
Janu’ ( ^ ) from rhe Play Matiapaman is in 

Arabhi Raga. A tub hi is rarely heard being sung in 
concerts of Hindustani classical music. Musicians 
prefer to sing Durga (Bftawal That) in preference 
to Arabhi. 

Arabhi is included among Ragas of Bilawal That. 
In its Aroha Ga and Ni are omitted. The Avaroha 
takes all the seven swans. Hence it is an Audhavz- 
Sampoorna Raga. The Aroha and Avaroha are¬ 
as under 

Aroha -n U q H 
Avaioha—s ft ^ q * ^ t? 
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All swn t?< arc ShucMha Swara* of Hindustani 
Sanj’cci - . 

Some times swara Ni is dropped in Avaroha also. 
The sanchara ti « q q v '{ « >j m without Ni is 
permissible. But Ga should be used in Avaroha. 

This Ra«a is sung in the night as the Aroha 
lias mostly Chaya of Durga (Bilawal That). 

The Raya which is allied to Arabhi in Hindustani 
Sangeet is Uurga (Bilawal That). In Durga 
sSwatas Ga anJ Ni arc not used. (See Durga). 

Karnatak Sangeet 

A rjibhi is s popular Ruga in Karnatak Sarigeet. Ir 
is one of rh? five Ragns which are called Chans 
Ragns. Ghana means -great/* The five Ghana 
Rao:i'. are Kara, Cjowla. Arabhi, Shreeraga and Varali. 
Veen a plovers practice playing of Thanarn or 
Madhvair.a-kala in these five Ghana Ragas, 

Arabhi is derived from the 29th Melaka tea 
fthccrashankarnbhnrnu (ri. «u, itia, dhi. no.) 

Shank urabharacw corresponds to Bilawal That ol 
Hindustani bangeet. 

Swaras Ga and Ni arc virjya in Aroha, Avaroha 
•s complete. Hence it is an Audhava-Sa!f.pcorna 
Haw. There are certain compositions in which Ni 
:$ not used in Avaroha also. Even when used, 
sanc-haras are often made omitting this swam. Ni 
ii used to differentiate Arabhi from Raga Snma. 
Aroha and Avaroha of Arabhi are 
Aroha of* n »* * * 

I 1 ! 

Avaroha * R « q * n R * 

• ;i : 1 ^ 

According to Hindustani notation they 3rv 
Aroha- « V i? q ^ u 
Avaroha- >S q r ji fi p 
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The Aroha and Avaroha of Karnatak Raga 
Arabhi resemble those of Arabhi or Patakhambavatr 
of Hindustani Sangeet. 

While singing Arabhi use of double or janti or 
)odu swaras like sound beautiful. Swara 

Ri is jeewa swara of this Rapa. F.nding on Ri as 
HRqnfi*li*S qSRuftqfrS. sounds nice. 

Popular compositions in Arabhi ate : 

1. Sadhinchino—Adi Tala-one of the Fancharatti# 

Keen an as of Sltri. ThY3S* ra i a » 

2. Chain kallaladu -Adi Tala-Shri. Tliyagaraja. 
Katnacak Ragas Pevagandhari and Santa are 

closely allied to Arabhi. 

In Dcvajumdtari, swaras Ni and Ga are 
clorgated. Use of Kaishika Ni (Komal Ni) is also 
in evidence (See Devagaodhati) 

lit Sam a, swara Ni is nor used at oil. In Arabhi. 
Ni is used atleasr occasionally to differentiate it from 
Santa, in Sams, the andolan on swara*. Ri and Ma 
are very prominent. (See Sama) 
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ARAJ. 

Hindustani Sailgeet 

This is an Aparichit or uncommon Raga. Shri 
J. D. Patki has been trying to popularise this Ko”*- 
This Ragu is put under Bilawal That. But as Patki 
suggests n should come under Suryakanta, Mesakarta 
No. 17, of Karnatak Sangeet. All the swaras are used 
in both Aroha and Avaroha. Hence it is a Sampoonw- 
Sampooina Raga. 

It’s Vadi and Samavodi are Ma and Sa. 
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The Aroha and Avaroha of Raga Araj are s- 
Aroha <*-**?- A q-xwrf^s*-£m«-iw $ <W 
Avaioha ^-ii^sw-fwq -twfai 

-R- A <wwvws«r-qLns^« 

Swaras used are Komal Ri, Tiwra Ga, both 
Komal and Tiwra Ma, Tlwra Dh and both komal 
and Tiwra Ni, 

The diagonstic swara-groups (Pakad) of this Raga 
t .re 

'Jtf-rrq-- $ ™m-ft»n-qs!Ts b\ 

1 his Roga is sung in the morning. 

This Rapa is a difficult Raga as the sancharas are 
vakra. Use of two Madhya ms acid two Nish ads 
makes it complicated, l’iwrn Ma and Komal Ni 
are used in the Kednra Raga fashion as 
Sometimes Komal Ni is also used in Aroha ss ^1 
In this Rapa chayu of Kedara is prominent. 
Here and there a touch of Nand Raya is also seen— 

Karnatak Sangeet 

. There is- no Rapa bearing the name Araj ip 
Karnatak Sangeet. There is n j Rapa which is cquivaJenr 
or allied to the Hindustani Raga Araj. 
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A RUN A 511 ANKARA 

Hindustani Sangeet 

This Raga is also called Malan ( jjrh * or MaJini 
( Uifwft ) in Hindustani Sangeet. 

This Raga is rarely heard being sunp a Though it 
is a pleasing one. As this is a new Rapa \t has not 
gained currency yet. 


Aruna Shankar* or Malan belongs to Marwa 
rhac. It i> an Audhava -Audhava Raga. The 
Varjya s war as in Aroha and Avaroha are different, 
in Aroha Ri and Ma are dropped. In Avaroha Ma 
and Dli are dropped. Aroha and Avaroha of Aruna 
Shan kata are as under: — 

Aruna Gj a q-q m m d 

Avutoha d-Ri ' 7 q S-*i i *1-^ tt 

in this Ruga Ri is Kama!, Ga. Dh and Ni are 
Tiwra Ma is not used. 

The Diagnostic swaras i Pakad) are : <■ 

qf-i'w 

In Aroha it resembles Shankar a Ra^a. In Avaroha 
use ol Komal Ri makes it sound like Jernihrce. This 
Raga sounds like u Combination of Shankars in Aroha 
and Jctashrcc in Avaroha. 

Swara Dh is taken only in rnccnd. It may even 
be dropped both in Aroha and Avaroha, It is a 
weak or durhal swara in this Raga. When used it 
:s used in a vakra fashion as in Shanbra. Koma] 
Ri gives this Raga a peculiar charm, Ni is a very 
good vish rant is chan. 

This Raga is sung in rhe evening. The following 
Hindustani Ragas are allied to Aruna Shanknra or 
Malan. 

Shank a ra --In Shnnkara Komal Ri is not used in 
Avaroha (See Shankata). 

Jetashrce.—In letashree Dh is Komal. (See Jeta- 
shree). 

Karnatak Sangeet 

There is no Raga called Aruna Shankata. There 
i= no Raga in Karnatak Sangeet which resembles 
Aruna Shankar* of Hindustani Sau^ccc, 
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ARDRA DE5HI or ARDRA 
DESHIKA 

Hindustani Sangeet 

There is no Rapa called Ardra Deshi in Hindus¬ 
tani Sangcet. There is the popular Deshi Todi cir 
DeBi which does not resmble Ardra Deshi which is 
a Karnatak Raga. 

Ardra Deshi resembles the I lindustani Rayu 
Bhairav with Ni omitted in Avaroha It cot res¬ 
ponds to the variety erf Banpala bhairav erf Hindus¬ 
tani Sangeet in which Ni is used in Aroha (See 
Bangala Bhairav). 

Karnatak Sangeet 

Ardra Deshika is a janya of the 15th Mdakarta 
Mayamalavagowla (Bhairav That). Its Jati is Sam 
poortia-Shadhava. Aroha is complete or cakes all 
the seven swam. In Avaroha Ni is dropped. Its 
Aroha and Avaroha are as under: — 

Aroha q jt 3 j?] q fttj 

Avaroha a q t?i »i 3 ft* * 

According to Hindustani Notation they are : — 
Aroha 

Avaroha « ^ q q q ^ « 

Ardra Deshi is an uncommon Raga even in 
Karnatak Sangeet, The following composition is how¬ 
ever occasionally sung in music concerts : 

Shtee Ganeshatpar3m-]hampa Tab-Shri Murhu- 
swamy Dixitar, 
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These is a Raga called Marga Deshika which also 
is a Janya of Mayamalvagowla. It’s Aroha and Avaroha 
are - 

Aroha « ^ q q u « 

Avaroha q q q q ^ fl 

This is an upatichk Rag a. But ic is an interest¬ 
ing Raga. 

23 

ASA 

Hindustani Sangeet 

Information regarding Asa is scancy. Word Asa 
:'s prefixed giving rise to ranv.v: like Asavari, Asatodi, 
Alkali '-lc, 

Asa resembles Mand with Ri prominent. 

Karnatak Sangeet 

There is no Raga called Asa in Karnatak Sangeet, 

24 

ASA KALI 


Hindustani Sangeet 

This Raga is mentioned by Shri J, D. Packi in 
his book on Aparachit Rasas. This Rapa is formed 
by combining the two Rasas Asavari and Kalingada. 
it is a Sarnyukta Raga. In Pcorvanga swaras of Asavari 
me used. In the Uctaranga Chava of Kalingada is 
brought ouc. Its Aroha and Avaroha are 

Aruba n>tn - q S-t r K X rf-X « 

Avaroha q q \ q-q q ^ q q-n ij v < n 




Karnatak Sangeet 


There is n.> u; 

rcip:ndvig i'^slllcd t.» 


A.-r>kii-i or aov Raga 
A fifth in Karnstrak Sangccc. 
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in Asa van has been introduced. This Asavari is 
calhd Komal Asavari (See Komal Asavari) 

Asavari has almost come to mean Komal Asavari. 

With this change of swaroop of Asavari due to 

the substitution of Tiwra Ri by Komal Ri the name 

of the That can no longer be Asavari That. It will 
have to be Jecvanpuri That or Natabhairavi That of 
Karnatak Snr.gcei. 

Popular compositions in Asavari ate 5 

\ Daje Jbanana—Jhumra- Khyal Vilambic. 

2 Are Marui Samajha—Trital—Khyal. 

Hindustani Rngas which resemble Asavari (with 
Jivvra Ri) are Jecvanpuri and Gandhari. 

In Jecvanpuri Ni is used in aroha (See Jecvanpuri) 

In Gandhari bath Komal and Tiwra Gandhar* 
ire used (See Gandhari). 

Karnatak Sangeet 

In Karnatak Sangeet there is a Raga called Asavcri 
(ymf'ir.) and not Asavari (ansra'f) 

The Karnatak Rapa Asaveri resembles Ko:r,a 
Asavari of Hindustani Sangeec (See .Asaveti - ww'hi) 

The Hindustani Rapa Asavari (Wj) is als- 
sun! r in the South. But it is a mixture of Jeevanpur: 
and" Asavari. When even Hindustani musicians find 
it difficult not to mix these two Ragas ic is no: 
surprising that Jecvanpuri is mixed with Asavari :r. 
the south. 

Karnatak Rapr.$ Natabhniravi and Naeagancihar: 
rwm bl 2 Asavari (with Tiwra Ri) and Jeevanpur: 
Ragas. The A rob a and A vorolva of Natabhairavi are 

A roha 7 t ft T « * 'l h *■' 

AvjiuV.u 4 ft* n ^ ^ J f ft * ,, v . ... 

(See N-iraohassa 1 . i\ 
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Nagagandhari is a Nishadantya Raga. It has the 
following Aroha and Avaroha. 

Aroha trR«(qq«fi 
Avaroha % q r *1. ft ?* 

(Sec Nagagandhati). 

27 

ASAVERI 

Hindustani Sangeet 

There is no Raga called Asaveri. The Raga 
Asavari ( sTARtf ) which resembles in its name Asaveri 
( ) has been described already (Sl*c Anvari). 

Komal Asavari and Asa Todr of Hindustani Sangect 
resemble Asavari of Karnatak Sangeet. (Sec Korrul 
Asavari and Asa Todi) 

Karnatak San^ect 

Asaveri ( ) is a janya od the 8th Mclakarrha 

Hunumathodi (ri, gi. dha, m.a ni.) 

In Aroha Ga and Ni are omitted. In Avaroha 
all the seven swaras ate used. Its Jati is therefore 
Audhava—Sam poo r n a. 

The Aroha and Avaroha of Karnatak Raga Asaveri 
are: 

Aroha 6 fti Ri t *; « 

Avaroha ^ % Ri ~ fti *I7 .AS,t, * 

Swarns used are Shuddha Ri (Komal) Sacharana 
Ga (Komal) Shuddha Dh (Komal) and Kaishika Ni 
tKomal). A touch af shuddha Ni (Tiwra Dh) is 
given sometimes on the veena. Aroha and Avaroha 
according to Hindustani notation are 

Aroha * \ i 

Avaroha *i ft. « v >?. « * 
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Vakru Sancbara and Andolan on Ga in Avaroha have 
a special attraction in this Kaga. 

This Ratta is very pleasing in the early morning. 
The rasa is one of entreaty. 

The important swara* or Rapa Chaya swaras are 
Shuddha Ni, Sndharna Ga, and Shundha L>h. Slight 
use of Chatushruti Ri i5 made in Jr ft ^ swara group 
met lines. 

Popular compositions in Asa vert of Karnatak 
ban gee t are: 

(1) R:i Rama Ind-AdMnla-Shri Thyagaraja. 

{2) l.ckoya Ninnu«AJi Tala-Slid I hyasaraia. 

2S 

ATTANA 

Hiudustrini Sangect 

There is no Rap* called Altana in Mki.tiutan' 
Sangeet. Raan A-.iann v.-iosl* name has a great 
resemblance to Ar.ana is a popular Ruua i:i Hindus 
rnni Sangeet and has been described (See Adana). 

If in Adana Tiwva Ga and Thvra Dh are user) 
then ic will sound like Arcana o; Knrnacak San-ieet. 
A type of Adana Bahai 1 in which Dhaivato is uued 
resembles Artana (See Adana Baharj. 

Kantalak Sangeet 

Actnnu is a very popular Rapa in Karnatak Sanpeec. 

Like Adana of Hindi i<rjni Sanpect if is j comman¬ 
ding Ra<j.v Ir :■? foil of v.cra tasa and a Ra?a very 
well suited for reprimanding. 

lrs seinenata is therefore most attractive round 
about Tara ShaJia. 


Altana is derived from the 29fh Melakarta 
Dhccroshankarahharana (Ri. Gu, Ma. 7) hi, Nil). T his 
melakarta corresponds to the Bilawal That of 
Hindustani Sangcet. 

In Attana the use of Kaisbika Ni (Komal Ni) is 
sometimes made. Hence it used to be put under 
Mela fed rta Hnrikamboji (Khamaj That). But con¬ 
census of opinion is in favour of its inclusion, under 
Dhecra-hanlcarbharana (Bilawal That). There are two 
types of Aroha piven ler this Raga. In the first 
type of Aroha Swaras Ga and LXi are omitted (virjya). 
In the second type only Ga iJ omitted. The Avaroha 
:n both types i< Smaponrna. Hence we have At tan a 
Audhava-Sampooina and Alcana Shsnlhava-Satn- 
pooma Their Aroha and Avaroha an: 

Aroha Audhava fa* rii -I Ri T n 

Shadhava u ft2 -r ; ; i Wi a Mi « 

Avaroha n Rj ^ *. S * " n 3 ft 2 * 

According to Hindustani system of Notation 
they arc 

Aroha Audhava a t 5 ‘t R 1 “ fa ii 
Shadhava - '< u g '-tcr * 

Avaroha ri H u:-r <i *r 

Elongation of swnra-; Ga and Dh sounds beauti¬ 
ful in Attana. Swaras used in Attana are Cliatush- 
r.ni Ri, Antata Ga. ShuddLia Mu. Chatushrti 
Dh, and Kakali Ni. But in certain sondiara' Sadha' 
rar.a Ga and Kaishika Ni are also used. Popular 
compositions in Attana are:— 

1. Ebr.i.bya-Adi Tala-Shri Thyapnr.tia, 

2. Anupamagunambudhi—jhampatala—Shri. 

Thyaparaja 

3. Brihaspatc—Triptita tala— Shri Murhuswamy 

Dixirar, 
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AUDHAVA BILAWAL 

Hindustani San^cet 

This Rapa is an uncommon Ruga. In its Aroha and 
Avaroha iwares Ri and Pa are omitted. Hence its 
Jati is Audhava—Audhava. Swires used are all 
Shudiiha, 

Aroha and Avaroha of this Raga are;— 

Atoha 

Avaroha ?T-f^3 -wr-w 

Vadi and Samavadi s war as ate Dh and Gn. This 
Kaga is sung in the morning. 

This Raga sounds like I liatiof with Komal Ma. 
Durga of Kbamaj That, also called Madhuradhawani, 
resembles Audhava BibwoJ. hut in Mudhuiadhawani 
swara Ni is Kamal. (See Durga and Madhuradhwnni.) 

Karnatak Sangeet 

There is no Raga called Audhava Bilawal in 
Karnatak Sangtct. None of the Karnatak Ragas have 
the Aroha 3nd Avaroha of Audhava Bilawal. 

Karnatak Ragas which are allied to Audhava 
Bilawal are Lalica and Hindola type II. 

In Karnatak Raga Lulita. swara Komal Ri is used 
in both Aroha and Avaroha. 

Aroha « L i| H v? fo * 

Avaroha d to 7 n n \ « 

(Sec Lalita) 

Audhava Bilawal is obtained by dropping Ri in Lalita 
in both Aroha and Avatoha. 


One type of Hindola of Karnatak Sangeet has 
the following Aroha and Avaroha. 

Aroha *r i\ 'H s 

Avaroha d u R »i « 

(See Hindola) 

If in above, Tiwrn Ni is substituted for Komal Ni 
then Raga Audhava Bilawal is obtained. 

The Hindola mentioned above has rhe same 
Aroha and Avaroha as Madhuradh wani (See 
Madhuradhwani). 
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AUDHAVA DLOCillil 

Hindustani Sangeet 

This Raga is a difficult one to sing. Swaras used 
are the same as those in Btvonp, Deshkar, and Jeth- 
kalyan. To keep clear of those Ragas and preserve 
the Swaroop of Audhava Deogtri requires great skill. 

This Raga belongs to Bilawal That. (Dheerashank- 
arabharna). Swares Ma and Ni ate omitted in boch 
Aroha and Avaroha as in the three Ragas Bhoop, 

Dcs’nkar and Jerhkalyan. It is an Audhava-Audhava 

Raga. Its Aroha and Avaroha are: 

Aroha 

Avaroha W-tti-qifei 

Vadi swara is Dh. Sangati is used. The 
swara group n \ n z *i s is prmincmly used and has 
a special appeal. The Sanchara of this Raga is 
mostly in roaohya and rara sapreks. It sounds like 
a mixture of Bhoop Dcshkar and jethkalyan. In 
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Avaroha the vakra sanchara O - - O followed 

ty s X usrts Rives the Rags a swaroop of irs own. 
Compositions in this Rags arc 

3. Kasa Nandana-Suf Tal. 

2. Anadhruta Laghu Guru-Sut Tal- 

The following R^as arc allied to Audhava 
Deogiri in Hindustani Sangect. 

1. Bhoop. Sanchara cr Bhoop is mostly in 

Mandra and Madhya saptaks. The swjrn ‘jroup 
« ? 5 u s with Ga elongated twice is not used. 

Sangaci >i ji is hoc used, {See Bhoop). 

2. Deshkar- In Dcshkur Vadi swara is Dh. 

(See Ioshkar/ 

3. Jethlcalyan—Ir. Jethkalyan Vadi is l\». 

(See Jethkalyan) 

Kuril atak Sangeet 

In Katnatak Sangect there is no Raga called 
Audhava Dcopiii. 1 lie Karnutak Raya Mohana has 
the same Aroha and Avatoha as Audhava Dcogiri. 

As Vadi and Samavadi differences are not observed 
while singing Mohann it sounds like 3 mixture or 
Bhoor, Dtshkar, Jethkalyan, and Audhava Deo^n 
(See Mohana). 
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BADAHAl'ISA 

Hindustani San^cet 

Badahamsa is also called Radaharma parang as the 
swara group > n i »i X n which forms the essence of 

Satang is found in this Rajm. 

There are three or four types of this uncommon 
Toga. 

On account of differences in swans used ftidifferent 
types of this Ra**a -Jiinc-.ilry arises in fixing the That for 
this Raga. One variety may c:ime under Khaniaj 
That, another under Knfi. imd a third under ftilawul. 

In rhe first type, s warns Ga and Dh are completely 
left out. Hence it >« an AiuLbava-Audhava Pvaga. 
Its Arohn ar.d Avaroha arc ns under: •• 

Aroha n ;-ijq f-pr 
Avaroha 

i’iwra Ri. Shuddha Ma, and JCoroal Mi are 
used. Tiwra Ni is not used in this type of 
Baduhamsa. 

This type of Badaharnsa resembles the Hindustani 
Ra.;;a Madhumad Sprang. In Bndaharr.sa, as indicated 
in the Aroha and Avaroha, swam Ma is elongated. 
This gives Badahamsa a special feature which is 
not found in Madhumad Sardn^. 

In the second tyoe of Badahamsa swara Ga is 
omitted in both Aroha and Avaroha. Its Jari is 
therefore Shadhava-Shadhava. The Aroha and 
Avaroha are as under 1 — 

A roha * W 
Avatoha 4^->r*ws->>r 

Kcnh Komal and a touch 01 Tiwra N: are used in 
Aroha. In Avaroha only Komal Ni is used. Other 
swaras are Tiwra Ri. Shuddha Ma, and Tiwra Dh. 
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In both Aroha and Avaroha the sanchara is 
valtra. 

In the third type of Badahamsa Ga is dropped 
only in Aroha. Avaroha is Sampoorna* )ari of 
this type i* therefore Shadhava-Sompoorna, Its 
Aroha and Avaroha are 

Aroha 

Avaroha *tf^- v TRiriS - 

Tiwra Ri, Kotruil Ga, Shuddha Ma. Tiwra Dh, 
and Komal Ni are the swaras used. 

This type of Badahamsa, or Badahamsa Sarang, 
is the one that is generally sung. As in other types, 
swara Mu is elongated. The snneharas in both 
Aroha and Avaroha ate rig zag or vakra. 

There is a fourth kind of Badahamsa. lr 
resembles Riindavani Sarang and uses two Nishads. 
In Brindavani Sarang, Ma is not elongated. 

A composition in Badahamsa is: — 

). Aj Balama Supmehi-]humra Tal-Khyal. 

Karnatak fean^cet 

There » no Raga called Dadahamsa in Karnatak 
San gee t. There ia Ralahamsa which resemble- 
Badahamsa in the name very closely. But the 
swarcop of Babham.sa is entirely different from that 
of any of the Jour types of Badahamsa described 
above, 

Aroha and Avaroha of Ealahamsa are ; — 

Aroha 

Avaroha sfrj’W-W-Ena 

Raga Balahamsa resembles the Hindustani Raya 
Khambavati whose Aroha and Avaroha are as 

under;— 

Aroha 

Avaroha In Khambavari Ri is 

i* not used in Avaroha. (See Khambavati). 
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Although the Karnatak Ruga Babhamsa does 
not resemble any of the Badaham.sa types, it is 
interesting to find in Karnatak Sangeet equivalents 
for rhe four types of Badahamsa Sarang. 

First type of Badahamsa (Audhava-Audhava) 
resembles (he Karnatak R9ga Madbyamavati whose 
Aroha and Avaroha are :— 

Aroha o > V ft, * 

Avaroha * fa i *\ i fl 

(See Madhyamavati.) 

Tli* second type (Shadhuva-Shadhava) resembles 
the Karnarak Rapa Devnmanohari whose Aroha 
and Avaroha are given below. 

Aroha « ’t «? q « fg * 

Avaroha 

(See Devamanohari.) 

The third type (Shadbava-Sampnorna) resembles 
the Shriraga of South very closely. Shriraga lias 
the following Aroha and Avaroha. 

Aroha 

Avaroha 

The fourth type resembles the Brindavani Saranga 
of South which itself is an imitation of thc^ Brinda- 
vani Sarang of the North (See Brind-tvaru Saranga). 

Ma is not elongated in the above Ragas. 

52 

bAGFSnRFF 

Hindustani Sangeet 

Thi? !? one of the plcasat.tr?? of night Ragas. It’s 
tv. me in gmnthas is Vageeshwari. 

It is placed under K-.-fi That. The swans used 
ate Tiwra Ri, Komyl Ga. Shuddha Ma, Tiwra Dh. 
nr.d Kcimal Ni. 
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There are three types of Bageshree according to 
number of swaras used in Aroha and Avaroha. 

In the Audhava-Shadhava type Hi and Pa are omit¬ 
ted in Aroha, and Pa only jn Avaroha. Its Aroba 
and Avaroha arc as under — 

Aroha n -q-N -T-ift 

Avaroha 

In the Shadhava-Shadhava type cf Bageshrec the 
virjva swara is only Pa. Aroha anJ Avaroha of 
this typo are ; 

A roll a 

Avaroha 

This rype of Bageshree is called Shuddha 

Rageshret. 

The third type i> the Shadhava-Sampoorna type, 
lisc virjya sw&ia in Aroha is Pa. Its Aroha and 
Avaroha are: 

Aroha cHVr;t'iRh 

Avaroha Mfrw-wqn-anr 

pa is used it) a vakra fashion as qaqn and not 
straight cr “saral* a? isprar. 

Seme use Tiwra Ni when halting on Tara Shadfa, 
as ni-Ri, This sounds nice and there rs no harm 
done ri> the rngabhavn. But n<« of Tiwra Nr as 
--ifqn should out be made ns that prayoga gives rhe 
cheya v.f Ragn, Bah a:. 

In all the types oi Bagc.shree VnJ: swora is Mt> 
ap.ci Samevadi, Sa. J he SL>rpath's w and qlq add to 
the beauty of the R?<ja. 

Popular com positions in Bagoshroe are : 

) Muhn Manava-• Vilambit Khy;il-l2Un1. 

2 Kttun Cat Bhai-Diut Khya)- J cenrai. 


Ruga Bahar of Hindustani San gee c is allied to 
Bageslucc. 

In Bahar both Nish ads arc used. Pa is taken as 
Swam Dh is nor used in Avaroha. (See 

Bahar). 

Rapa Abhogi or Abhopi KanaJa also resembles 
Bagcshtce, bur in Abhogi Ni is completely dropped, 
ano Ga is used in vakra fashion occasionally as aiq^e 
to remove the chaya of Bageshw created by the 
straight use of qnjfq. (See Abhogi). 

Karnatak Sanj^eet 

There is no Rapa called Bageshree in Karnatak 
Sanjwet. Vngceshwari of Karnatak Saner at use? the 
Shuddha swaras of Katnutnk Sangcet It is a ianya 
of No. 1 Melakarta Kanakangi (r,i, gn. ma. dha* na). 
Shuddhn swaras of Karnatak Sar.geet arc different from 
those of Hindustani Sangeet. Hence Vageeshwari of 
Karnatak Sangcet has no resemblance to Bageshree 
or Vngeeshwari of North. (See Vageeshwari)." 

Karnatak Raga Shuddha Bhaicavi, which is an 
uncommon Raga, resembles Audhava-Shadhava 
type of Bageshree Shuddha Bhaicavi is a ianya of 
Kharnharapriya (Kaii> and uses the swaras of Audhava- 
Shadhava Bageshree in both Aroha and Avaroha. 
(See Shuddha Bhairavi). 

Shnranjini which is a janya of the 22nd Melakarta 
Kharaharaprlya fKafi That) resembles Shu .idha 
Bngeshcee (t$aj>c*h:ee in which Pa is not used.) 

Aroha and Avaroha of Shnranjini are a> uiiJer :_ 

Aroha 

Avaroha (See Shriranjlnl) 

Rithi'jowlsi which is a janya of the 20th Mela- 
katio. Natabhoiravi (Asavari That) resembles the 
Shadhavn Sa-.npoorna type of Lk'ijesliree in which l\\ 
\i used. Aroha and Avaroha of Rithi^owki arc:—. 
Aroha ;|-x -a7'TT f.Js'q-tfea or tbri^i 
Avaroha vfcyq-VT-sr>q -f--.f-fcr.Hf 
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This Raga sounds beautiful between 9 P. M. and 
midnight. Popular compositions in this Raga are 
], Gore Gore Mukh--Vilambit Khyal-Ektal. 

2. U-ho Obay —-Diut Khyal-Trioil. 

Karnatak Sangeet 

There is r.o Raga called Pogeshcee Kanada or 
Pancham Rageshree in Karnatak Sangeer. 

Bageshrce Kanada seems to be an imitation of 
Kanada of south by using swaras Pa in Bageshree in 
A rob a also. 

(This remind* one of a Raga called Ranch am 
Malakosh. In Malakosh war a Pa is not used. In 
imitation of che Karnatak Raga jayamashroe, Pa was 
introduced in Malakosh in Avaroha as in jayartashrec 
and the name Pane ham Malakosh was given to 
that Raga.) 

Raga Bageshrcc Kanada closely resemble? the 
Karnatak Raga Kanada which is a janya of me 22nd 
Melakarta Kluiaharapriya (Kafi). The Avnha and 
Avaroba of Karnatak Raga Kanada arc as under 
Arch a a'oiwss-faj* 

Avaroha *qnS*A« 

(Sec Kanada) 
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BaHUDAKJ 

Hindustani Sangeet 

There is no Raga called Bahudari in Hindustani 
Sangeet. This name should not be confused with 
Rahaduri. 

Hindustani Raga Tiiang resembles the Karnatak 
Rnf* Bahudari in Avaroha and to some exjenun 
A.nhil also. In Tilang Oh is not used at all, while 
ii. lliifmiluri it is used in Aroha. (See Tilang.) 


Karnatak Sangeet 

Bahudari is a janya ol the 28th Melakarta Hari- 
kamboji (ri, gu, :na, dhi, ni). This Melakaita 
corresponds to Khamaj That of the North. Raga 
Bahudari has become very popular during the last 
thirty years. It is a Shadhava-Audhava Raga. Swara 
Ri is dropped in Aroha. In Avaroha s war as Dh and 
Ri are left out. Its Aroha and Avaroha are as 

under : 

Aroha *r ifc n t qft, s or *Tj U* '•Jj q fa 2 » 

Avaroha A fa 2 <? q, n 2 * 

According to Hindustani Notation they nre : - 
Aroha «r n q ^ « or » *i H * v w fa *i 
Avaroha fl f^q h n « 

The first kind of Aroha without vakra sanchara 
is generally followed. Sometimes’ Ttwra Ni is touched 
as in the prayoga :—n *r i ft q r? n *1 

The most popular composition in this Raga is 

Rrova Bharama-Adi Tab-Shri Thyagaraja. 
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BAHADUR! TODI 

Hindustani Sangeet 

Ibhaduri Todi belong to Todi That. (Shuhha* 
I'.iih huyarali.) There are two types of Bahaduri 
l"di. The first type resembles the Hindustani Raga 
l he swaras arc those of Todi. But in Baba. 
•Inn liflj swara Pa is not brought into prominence. 

It-. |au in Shadhava-Shadhuva. 
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Aroha and Avaroha of this type of Bahaduri 
Todi are as under : — 

Arch a rf \ *!. ^ 'l ft « 

Avaroha 9 ft w n *J ^ * 

In the second type of Ruhaduri fodi we find a 
mixture ot Todi and Bilaskhani Tadi. Tiwra Ma i* 
used in Aroha while both Komal end Tiwra Ma ate 
used in Avaroha. Swaras Ri, Ga and Dh are Komal. 
Ni is Tiwra. Pa is used in Avaroha. Its Jaci b 
Sh ad ha va-Sam poor na. 

Aroha arid Avaroha of the second type of 
Bnhaduri Todi arc as under : - 
Aroha ft \ <1 4 ft 

Avaroha wf ft >i 1 $ H h n-^qtjT 

In Avaroha care should be taken not to wr. 
Komal Mi which makes it Bhairavi like. 

Vadi and Samuvadi swaras in both types are 
Oh and Ga. 

A composition in Bahaduri Todi, type Shadhava- 
Shadhava isVaru Mukhachiindia-Jhnptal-Khyn) 

Karnatak San*ect 

There is no Rapa called Bahaduri Todi in Kar* 
natak Sangeet. Bahudar: i$ an entirely different raga 
and has already been described. 

Raga Slukharachandrika which is a jnnya of the 
^5th Mela kart a Shubhnpanthuvarali (Todi That) has 
the same swaras in Aroha and Avaroha as in 
Bahaduri Todi, Shadhava type. 

Aroha and Avaroha of Shekharacnandfika are 

as under : — 

Aroha •< P. n n ft l \ ft •' 

Avaroha i ft ^ h *1 \ n 

(See Shekharachar.drika) 

There is no Rapa in Kurnauik Sanger? which b 
•allied to the $am;\«ornu type of Bahaduri Todi, 


BAH AR 

Hindustani Sangeet 

In Hindustani language Bahar means flowers. 
This Raga js sung during any rime of day or night 
during Vasanta Putu. This is a seasonal or mosami 
Raga. In other seasons it is sung in the night only. 

Raga Bahar belongs to Kafi That (Kharaharapriya). 
Its Jati is tihadhava-Sampoorna, Swaras Ri is omitted 
it) Aroha. 

hi this Raga both Komal and Tlwta Nl are 
U9ed. Tiwra Ni is used in A 1 oha and Komal Ni in 
Avaroha. Aroha and Avaroha of Raga Bahar are as 

under : 

Aroha q q-<r n q-qs ft 9 
Avaroha 1 fir nt v ft q-q q ij q-? «r 

The scintilating or Gunfan swaras of this Raga 
arc 

fir q-q q q q-q s -ft tl 

El on gat ion of swara Dll gives a special beauty to 
this Raga. The vakra sancharas in Aroha and Avaroha 
are attractive. Employment of Sangatte qq-ftq-«q are 
nice. 

Swara groups aq-qqq-qq with Ma repeated is a 
very attractive sanchara bvihis Raga. So also the use 
oi the following swara groups, 

X X i-X. X <7 and *.? n q • ^ q->* 

The Vadi swara of Bahar is Ma. Its Samavadi 

is Sa. 

Popular compositions in Raga Bahar are 
} Nai Ritu Mai Phuii—Vilambit Khyal-Ektal 
x ikiooiwale Kanth—Dn.it Khyal — Trital 
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Balahamsa of South does not resemble the Bada- 
hamsa of North. It resembles the Hindustani Raga 
Khambavati which has the following Arabs and 
Avaroha : — 

Aroha fl-'tq-q-vr-*? 

A v aroha w-fqvm -»qq -q w 

In Balahamsa Rt is also used in Avaroha. The 
Avaroha of Bn to ha mw is 

TiVvm 

Bhatiyati of Kharoaj That also resembles Bala, 
hamsa of South m some extent. (See BhatJyart) 

Karnatak Snngeet 

Batons urn is a janya of the Zb'ch Mclukurta 
Harikamboji. (Khumaj That) Swaras used ate ri, p.u 
ina, dhi. ni. Swnras Ga and Ni ate not used in Aretha. 
In Avaroha all the swam aie used. HcnCC it is an 
Audhava-Sampoorna Raga. 

Its Aroha and Avaroha aie as under:— 

Aioha f»« Hi «t ht x n 
Avaroha *i ft ? 

According to Hindustani Notation they are; — 
Aroha q 

A va rob a aftvyf- q? - qqn 

Tile vakra sanchara q rc-q q ft is fascinating. This 
reminds us of the ending of Hindustani Raya Koamba 
v-ati with -*q-qq«, 

Balahamsa is not a very commonly sung Race. 

But it is a very pleasing one. 

Popular songs in this Rapa arc 

1, Ninnu Rasi Yecla—Adi tala— Shri Thyagarajn. 

2. Evatunnaru--Adi tala —Mysore Sadashivarao. 


BA ['ISA K A IN AD A 

Hindustani Sangeet 

This is an Aparachit Rags. This Raga j s Sa id CQ 
have been composed by Swan>i Hnridaj. 

Bamsa Kanada belongs to Kafi That. (Kharahara- 
pr(yd) It is an Audhava-Sampoorna Raiya the Virjya 
swatas being Ga and Dh in Aroha. Aroha and 

Avaroha of Raima Kanada are as under ; . 

Aroha w-sr-tfrw-toa 

Avar oh a «i - -PU- qq-q&r 

Svvaras used in Aroha are Ti\v:a Rf, Shuddha 
Ma, And both Korual and Tiwra Ni. (n Avaroha only 
Komal Nj, Komal Dh, Komal Ma and Tiwra Ki are 
used. 

Swara groups qwPT-qjfr-qft-q^i} sound like 
Kccrvuni of Karnatak Sangcct or like i’iloo o} 
North, q a r\ q ft « sounds like Kap* of Soucn. 
is Kanada Ansa. 

The combination of above nn«ns of different 

Rages is interesting. 

A composition in Bam S3 Kanada is 

I A vo Avo Avoji—Ek To)—Madhya Uya. 

Raga, Suha of Hindustani Sangeet resembles Bamsa 
Kanada to a great extent. But in Suha, Tiwra Ni is 
not used. (See Suha) 

Karnatak Sanyoel 

There is no Raga called Bams a Kanada in Karna¬ 
tak Sangeet. 

T here is no Karnatak Ruga which i> allied co 
Bam*a Kanada. 
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ftAMOALA 

Hindustani Sangect 

There is no Raga called only Bangala in Hindus¬ 
tani Sangeet. There are Ragas called Ban gal a Bhairav, 
Ban gala Bilavai etc- 

There is no Hindustani Raga which is allied to 
Raga Bangala of South. 

Karnatnk Smigeet 

Bangala is a janya of the Z9th Mclnkarta Dhcera- 
shankacablwrna tRilawal That,). It is a vakra And- 
hava-Shadhava Raga. Swaras Oh and Mi are dropped 
in Aroha. In Avaroha Dh is left out. 

Aroha and Avaroha of Banyula are as under :— 
A coha tr it* *13 qj q ft* q fl 
Avaroha *r fh> q fli fij qj ftz « 

Swaras used are Chatushriiti Ri, Antara Ga, 
Shuddha Ma, and Kukali Ni. 

According co Hindustani notation they are : - 
Aroha 0 t 'ifl 1 >1 > « fl 
Avaroha s ft q q n In 

Chatushruci Ri (Tiwra Ri) and Pancham are Raga 
chaya swaras. 

Popular compositions in Bangala are 

1. Glrirajasutha Thanaya.—Adi Tala-Shri. 

Thyagaraja. 

2. Munupe TeJiyaka-Adi Tata-Shri Thyagaraja. 

Raga Poornachandrika which is also a janya of 

the 29th Melakarta Dheecashankarabharana (Bilawal 
That) resembles Bangala. But in Poornachandrjka 
swara Oh is used in Aroha and in Avaroha ft n q 
ftp is used and not simply «i ft «. (Sec Poorna- 
chandrika). 
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BANGALA BHAIRAV 

Hindustani Sangeet 

Rangala Bhairav belongs to Bhairav That. 
(Mayamahwngowla). It is a Shadhava-Shadhava Raga. 
Virjya swara is Ni. But some musicians use Ni also, 
but in Ancara only. 

Aroha and Avaroha of Bangala Bhairav are 
Aroha w\q-n qTi« 

Avaroha fl^tR'qiq^q-uqtf 

Swara* Ri and Oh are Komal. G*a is Tiwra and 
Ma is Shuddha. Ni is virjya, 

Vadt swam is Komal Oh. Sangathi is 

used frequently. Sometimes Ma is kept elongated or 
extended. The Sanchara in Avaroha is vakra. When 
Ni is used in Antara it is used as '■f-ftm-’jtTfqe 
rqqrj-flftra . Swara Ga is elongated in Avaroha so 
that eh ay a of jog la may be avoided. 

This Raga is sung in the inoring. It is not 
a very commonly sung Raga. 

A composition in Bar.gala Bhairav is 

I. Yc Bangala Bana Aya - Trital Vilambit- 

Khyal. 

Two Ragas, Bhairav and Jogiya, arc allied to 
Bangala Bhairav. 

hi Bhairav swara Ni is used in both Aroha and 
Avaroha. Swaras Ma and Ga are not elongated. 
(See Bhairav). 

In Jogiya swara Ga is not used in Aroha. 
In Avaroha it is only as a grace note or lean for 
swara Ri as * ^ . Even this is not done sometimes 
whn swara group i B \ is used. (See Jogiya). 
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Karhatak Sangcet 

There is no R,ga called Rangaln Ehairav in 
Karnatak Sangcet. Raga Kannada Bangala which is a 
janva of the 15th Melakarta Mayamalavagowla (Bhai- 
rav That) resembles the Hindustani Ruga Bangala 
bMiray. Aroha and Avaroha of Kannada Bangala 

Aroha 

Avarohn *t ^ v q if ^ 

As in Bangala Bhairav Nf is left out in Kannada 
Bangala also. In Bangala Bhairav there is vakra 
" nchaw in borb Aroha and Avtiroha while in 
Kannada Bangala the Aroha has vakra sanchara 
Vukm sanchura suggests hair on Ma and Oh. 

f ., f V Ka 5"« ak Ra P which resembles Bangala 
bharrav with Nj in Aroha is Ardra Dcshi or Ardra 
Deshika I hu Ra^a is also a janya of Mayamala¬ 
vagowla Mclakarta (Bhairav That;. Its Aroha and 
/\vaioha,arc ;— 

Aroha « ^ 0 t? T % ft n 
Avacoha i tii <i 1 j 

(See Ardra Deshi). 
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BANGESHREE 

Hindustani Sangeet 

This Rag-.t is also called Vangeshrec. It ia up 
uncommon Ruga. 

This Raga is considered to be a mixture of 
Jfnjoti, Smrlhura and Khamaj Ragag. Hence it is diffi¬ 
cult to decide the That under which this Raga should 
be placed. Some put it under Khamaj That” 


BARARI 
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It is a Sam poor na-Sampoorna Jati Raga. Its 
Atoha and Avaroha are as under. 

Aroha 
Avaroha 

Swatas used are Tiwra Ri, Ga, and Dh, both Koma! 
and Tiwra Ni, and Shuddha Ma. Tiwra Mi is used in 
Aroha and Koma) Ni in A varoha. 

Vadi s war a is S» and Samavadi Pa. Sanchara of 
this Raga is mostly in Man dm and Madhya saptaks. 
While singing this Raga care should be taken to 
fceep clear of Ragas like Rageshree, Khamcuvati, 
Lankeshree, Tajeshree, and jinjhoti. 

A Com position in this Raga is- — 

Pyarc Pyare Nalna-Trital-Madhya Laya. 

Karnatak Sangeet 

There is no Raga called Bangeshree or Vangeshree 
in Katn&tak Sangeet. There is no Karnatak Raga 
which is allied cu Bangeshree. 

A combination of Khamaj and )injhoti of Karnatak 
Sangeet will sound like Bangeshrec. 
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BARARI 

Hindustani Sangeet 

This Raga is also called Varari. This is supposed 
to be * jawab ,! of the morning Raga Bibhas. 

There are two types of Barari according to the 
kind of swara Dh used. Barari using Komal Dh comes 
under Poorvi That and Barari using Tiwra Dh falls 
under Marwa That. Barari with Tiwra Dh is the 
more commonly heard type. (Marwn That). Barari is a 
Shadhava-SaiYipooma P^aga. Swara Mils not used in 
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Aroha. Its Aroha and Avaroha are as under 
Aioha $ jr-Jn-Tii-q'jit 
Avaroha 

Ga ' Sh " diha 

Vadi swara is Ga and Samavadj is Dh This 
R *? a J ? s,,n £ in the evening. Use of qvm 
and TO* are very important in Satan. «fw i* 

™ , r J 3 " u h V, T J 8 ? Und ,ike Ka) V^« After 
«re should be taken not to use Pa only 
prominently as ^-vS. Because use of Pa in this way 
produces a morning effect. When Komal Dh is used 
fPoorvi That) the Ponrvi any should be clearly 

UW l ^ t |° Ur ' VV c h ° L ; C ( the Poorvi an ? * will sound 
ltke Molicown. (bee Maligowra) 

Compositions in Barari ot Marwa That are:- 
1* Sumaran Kara (e-Chou cal Vila to bit. 

2. Blrahana Bavati-Choutal Vilambit. 

HincUi>Eani Raga Prorvakalyan teserobtes Barari. 
But swara group (On and qw, ate not used in 
Poor vs ka Ivan. In Poorvakalvan swara Ni is 
virjya in Aroha. (Sec Pootvakalyan). 

Karnatak Sangeet 

no S“* R c ? U ! d Barari in Karnatak Sangeec. 
Karnatak Raga i oorvikalyani which is very similar 
ro Poorvakalyan of Hindustani Sangeet resembles 
Barar. Poomkalyani is a janya of the 53rd 
MeJakarta Gamanashrama (Manva That) 

Although awara Ni is used in Aroha the vakra 
sanchara makes the Aroha end with which 
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indicates that Ni is durbal even in Aroha. Aroha 
and Avaroha of Poorvikalyani are as under: — 

Aroha fl f^i’n ^ 5 b 

Avaroha (Sec Poorvikalyani). 
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BARWA 

Hindustani Sangeet 

Barwa Raga belongs to Kafi That (Kharaharapriya). 
There are two types of this Raga. In the Audhava-- 
Sampoorna type swaras Ga and Ni arc not used in 
Aroha. The second type is Sampoorna jati. Aroha 
and Avaroha of the Audhava-Sampoorna jaci arc as 
under:— 

Aroha « ( Hi 

Avaroha 

The Sampooma-Sacripoorna type has the following 
Aroha and Avaroha. 

Aroha 

Avaroha *gw 

Swaras used arc Ri and Dh Tiwra. Ga and Ni 
Komal and Ma Shuddha. Regarding Vadi and Samavadi 
swaras some suggest Ri and Pa combination while 
others suggest Pa and Sa. 

In Poarvanga Barwa sounds like Desi, Swara 
groups Jiff* and q r? q are used frequently in this 
Raga. Some musicians use two kinds of Ri, t w0 
kinds of Ga and two kinds of Ni. This becomes an 
uncontrolled kind of Barwa. This is used for singing 
Thumries where, for the sake of ranjakatwa, rules 
are not adhered to. This Raga is not considered a 
high class Raga. It is meant for light music or Kshu- 
dtageet. 
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Compositions in Barvva are : 

1. Hamari Kona Sunc-Ektat--Vilambit Khyal. 

2. Nahi Manata Nari-Trital MadhyaUya-Kbyal. 

Hindustani Rag* Sindhura resembles Barwa In 
bmdhura the Poorvang does not soundlike Desi, Vadi 
and .amavad, swaras in Sindhura are Sa and Pa 
<oec Sindhura). 

Karnatak Sangeet 

n £ Raj:a C , alIe(i Barwa ^ Kernatak 

mdakar'r ^ gal > hairavi wh j cl J !* * of the 22 nd 
mciakarta Kharahatapnya (Kafi That) resembles Rarwa 

type- Audnava-Sninpootna. Aroha and Avaroha of 
oaiagaOhairavi are as under ;_ 

Aroha fi > « w q h 

Avaroha h fh , q , t „ (See SaUgabhairavi) 

„ ^“'1 Whicl ’, , is “l 50 3 i an V* of Kharabarapriya 
(Kati That) resemble, Batwa tyre Sampoorna-Sam- 

poorna. Man]an has for Aroha and Avaroha:_ 

Aroha ** 

Avaroha « fr * <t U (See Manjari) 

M U & u sass h«n u c ' 8ernbl " Katnatak 

Aroha ^ t q q ft vj % 

Avaroha « ft ,j , j, ^ > 9 (S« Mukhari) 
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BASANT 

Hindustani Saiigeet 

Basant or Vasant is a very Popular Raga. It i 5 
also used co form Combined or Samyukta Ragas like 
Basant Bahar. 


BASANT 
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It is a m os a mi or Seasonal Rags. Duting the 
Vasanta Ritu this Raga may be sung at any time of 
day or night. Otherwise it is sung in the night 
between 9 P.M. to midnight. 

Basant belong* to Poorvi That (Kamevardhani) 
Its }ati is Shadhava-Sampoorna. In Aroha swara P a 
is not used. Aroha and Avaroha of Basant are 

Aroha a n-i? * 

Avaroha *rft»gq-RiT-*f*?t?i 

S wares used are, Ri and Dh Komat, Oa and Ni 
Tiwra, and Ma Tiwra. Sometimes Kornsil Ma is 
also used. 

Sometimes Komal Ma is introduced and kept 
elongated and isolated as * n « A * (After 
coming down to itygqfofy) 

Ang of Lalit is also introduced as r^Rm ^ ^ 
This gives a beautiful effect. 

Diagnostic swara groups or Pakad consist of 

Sanchara of Ri is vakra in Avaroha. Use of Komal 
Mn in an isolated 3nd elongated way. introduction of 
Lalit chaya, elongation ot swara Ri in tarn saptak 
and repetition or punaravntti of qnrfij are features of 
this beautiful l<3oa. Svvara group *if^ uttered slowlv 
sounds majestic. 1 


In this Raga sw3ra Ni should not 
It will sound like Paraj which is allied 


be extended, 
to Basant. 


This is a Uttaranja Raga. Thy tara Shadja should 
be scmtilacing. 


Vadi and Samavadi swacas ot Basant are 5a 3 nd ? a 
Compositions is Basant arc:— 


1. Arobuwa Mori-Vilainbic Khynl-Ektal. 

2. Phagawa Brija Dekhana-Drut Khyal-Teencal, 
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Ragas Paraj and Puoria Dhanashree are allied to 

Basant. 

In Parai swatas arc used in a straight way 
w fl n «ft ^ fa *?. Use of s yft £ fa afts and use of 
Komal Ma as qgnTJijjii are characteristic. In 
Para], Lalil Ang or Chaya is not introduced. 
(See Pa raj). 

In Pncirla Dhanashree Komal Ma is nor used. 
$ ^ ? -- « with elongated Ri is not used. Chaya of 
Lalic j? ft q if is litx introduced. (See Puri a Dhanashree .) 

Karnatak Saiigett 

There is n popular Raga called Vasantha in 
Karnatak Sangeet. Vasantha is a wnya of the 16th 
Melakarca Moyamalawagowla fBhairav That}. It has 
its Aruba aid Avaroha as under:- 
Aroha ti u rr « fa ?r 
Avaroha « fa «| ?T n fr « 

Tiwra Ma is not used at al). Hence the swaroop 
of Karnatak Raga Vasantha is efferent frtTO that of 
Hitid-jscimi Raga Busant. (See Vasantha.) 

There js no Karnatak Raga resembling Hindustani 
hasant. 
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BASAIST ft AH AC 

Hindustani Sangeet 

This is a Samyukca Raga formed by the combina¬ 
tion of Ragas Etaant and Bahar. 

In the case of Bamyukta Ragas Aroha. Avaroha, 
Vadi swaca do.-, car.-not be properly fixed. Only the 
“Chalan” or the rendering can be given, 

Chilian of Basant Bahar is as under 

nfl- Wl- ^ v J-?Sa-'’3R#t.Tn-tf -H v 3 f T- fFT-fa- 
*‘ir- ^r^r.-fapRq-qq-fafaiq-qq-q-'J^iP - 
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In the above type commencement is with swaras 
ot Basant till the Shad# is reached, While descending 
or in the Avaroha, Bahar ang is introduced. In 
another type the reverse combination is followed. 
Aroha has Bahar and the Avaioha Basant. Chalan of 
this type is as under. 

Sometimes the understanding that the A.oha 
should be Basant and Avatoha Bahar ot Vice versa is 
not maintained. Mixing of swaras of Bahar at d 
Bnsanc in other intricate ways arc done. Succes 
achieved depends on the ingenuity of the musician. 

Compositions in Basant Bahar are:— 

1. Ye Bar jo Na Mane-Vilatnbit Khyal-Tilwada. 

2. At Sab Des Pat-Drut Khyal-Trital. 

Ragas Bahar and Basant are allied to Basant Bahar. 

Karnatak San^eet 

There is no Raga called Basanc Bahar in Karnatak 
Sanweet. There is no Karnatak Raga which is allied 
to Basant Bahar of Hindustani'Sangeet. 
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ft AS ANTI HflNDOL 

Hindustani Sanjjeet 

This is a samyukta or combined Raga in which 
fusion has been made ot Ragas Basant, and Hindol. 

Jati of this Roga is Chatuswuri-Shadhava. In 
Aroha swaras Rt, Pa and Ki arc eliminated to keep 
Hindol anga ptomin.cnt. In Avacoha only Ri is 
dropped. 
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BAS ANT MUKIIARI 




ChaTan of Basanti Hindol is as under— 
«-Sq-qq-qq- jfa- -qse-wi-wq-wi^-'4- ff«T* 

CTi-q 

In the above combination of Swar<iS neither the 

Arch a nor the Avuroha com piece! v consists of one 
Raga. Both Ragas are present in Aroha and Avaroha- 

in this Raga swaras used are. Ri is Viryja, Tiwra 
Ga, Shuddha and 1’raci Mn, Koma] and Tiwra Dr. 
and Tiwra Ni. 

As in Rasant, Shuddha Ma fcf kept isolated and 
elongated. Swara group qnjiti characteristic of Rasa or. 
with i ss elongated is not used. Only »i *i <i is used 
with Tiwra Dh. Swara fa is introduced in Avaroha. 

Allied Hindustani Ragas are Bahar and Hindol. 

Karnatak Sangeet 

There is no Raya called Bas3nci Hindol in Karri- 
tak Sangeot. 

There j.s no Raga in Kamatak Sangect which i* 
allied to Basanci Hindol. 
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BASANT MUKHARI 

Hindustani Sangeet 

This is a Kama tak Raga which is uemg popularised 
by Shree Krishna Rocanjankar. 

Ba*ant Mukhari belongs to the 14th Melakarto 
Vakutabharana (ra. gu, ma, dha, ni> of Karnarak 
Sanpcel for which there is no corresponding That ip. 
Hindustani Sangcct, 


It uses all the seven swaras in both Aroha and 
Avaroha. Hence ice Jati is Sampoorna-Sampooma. 

Its Aroha and Avaroha ate as under:— 

Aroha 

Avaroha a S'?-f^r-Rn 

Swaras used are Komal Ri, Tiwra Ga, Shuddha 
Ma, Komal Dh and Komal Ni. 

While signing this Raga care has to be taken to 
keep Ni Kotr.al, Otherwise the Raga becomes Bhai' 
tav. Ending with qn-qtfl gives Bhnirav effect, Swara 
group v f :_f > »f l^'piq sounds like Bhairavi. But 
after this the Tiwra Ga which comes in changes 
rhe chaya or complex. 

Competitions in Basant Mukhari ate: 

1. Malauiya Lavori-Ektul Vilambit-Khyal. 

2. Utthatha Jeeya Hook-Trilal MadhyaLaya-Khyaf. 

Karnatak San^cet 

There is a Raga called Vasanca Mukhari in 
Kamatak Sangect. This Raga is janya of the 14th 
Melakarta Vakulabharna (ca, go, ma, dha. ni) 

There are two types or Vasanta Mukhari. The 
Sampoorna-Sampoorna type and the Shadhava-Sam- 
poorna type. In the Shadhava-Sanipoorna type swara 
Ri is left out in Aroha. Aroha and Avaroha of 
Saropoorna-Sampoorna type are ;— 

Aroha n ri n., q, q 

Avaroha Q M* t q, jj* f<j q 

According to Hindustani notation they are : — 

Aroha 

Avaroha 

This is the type which is being introduced in 
Hindustani Sangeet. But in the Hindustani Basam 
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Mukbari vakra sancbara Is given in both Arotu and 
Avaroha. 

Shadhava-Sampoorna type of Basan? Mukhari 
has the following Aroha and Avaroha, 

Aroha « *ii *ij q ft 2 « 

Avaroha * ftj ^1 q Hi \ a 

According to Hindustani Notation they are •.— 

Aroha « n >i 1 *1^ » 

Avaroha 9 H * X f < 

In the Aroha of 5 had ha va-S» mpour nn type (Ja 
is vakra. 

Vasanta Mukhari ;s not a popular Raga in the 
South. There are few composition!* which a*e in 
currency. 

The Sampootoa-Sampoorira type resembles the 
parent Rasa Vakulabharna (See Vakulabhama). 

Another Raga which is allied is Vasr.nta Bharavi 
which is also a janya of Vakulabharana, U is a 
Sh a dha v a-Sa to poor n a Raga having the following 
Aroha and Avaroha. 

Aroha *h Hi ^1 fti *j 

Avaroha Q fta ’•* Hi fti h 

According to Hindustani notation they ate : 

Aroha 

Avaroha 

la Aroha Pa is not used. (See Vasantha Bhai- 
tavi) 
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BEGADA 

Hindustani Sartgeet 

There is no Raca in Hindustani Sangeet called 
Bcgada. There is a Raga called fiihagada which does 
not resemble Begada of Karnataic Sangeet. (Sl-c 
B ihagada). 

Shree Kalyati of Hindustani Sangeet if sung with 
Kamal Ma instead of Tiwra Ma will sound like 
Begada of Ninth to some extent. (See Shree Kjlyan). 

Kamatak Sangeet 

Raga Begada is a very popular Raga. Begada is 

derived from the 29tlx Mdjknrta Oheerasbankara- 
bharr.a. (ri, go, n>a, dhi, ni). Kcgada is a Sam- 
poorna-Sampourna Jati Raga. Its Aroha and Avaroha 
arc as under 1 — 

Aroha a-aaRs-flaW*! ft-^jq-s 

Avaroha H-f^..'s^ 2 q-q l sir 3 tt 2 ?T 

Swaras used are Chatushruri Rj, Antara Ga. 
bhuddha Ma, Chatushcuci Dh and both Kawhika and 
Kakali Ni. Kaishikn Ni is used in Aroha and Kakali Ni 
in Avnrohsi. 

Swara Ni is a ‘‘Flirting 4 ’ one. Beauty of begad a 
lies in the ‘'neither this nor char” character of Ni. 
An do! an on Ni and Ma is beautiful in this Raga. 

According to the Hindustani notation they arc 
as under : 

Atoha - JTqT’i-ffl s sqq- 

Avaroha d-fgssVT-qssifal 

In this Raga the vakra sanchara in Aroha q > 
n tt and ft ss ^ q 'i have co be noted. The elonga¬ 
tion of swaras Ni and Ma as ft ss h q and n ss <1 
ft *j sound very beautiful and are characteristic 
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7* 

of Bcgada. The prayoga r ss q n f? *r is also per¬ 
missible, So also n « i[ > This Raga is des¬ 
cribed as arcuvoentative Begada. The Swan group 
ft ss ri when uttered with dignity sounds like 
putting a (juestion. 

Popular Compositions in Bcgadft are 

1. lntachalamu Jesite-Varnam-Adi Tala. 

2. Nadopasana-Adi Tata-Shri Thyagaraja, 

3. Anudinamunu - Rupaka Tala-R, Sreenivasa 
Iyengar, 
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BHAIRAV 

Hindustani Sangcct 

Bhairav is called '‘Adi Raga" or the first Raga. 

1 his Rapa is held in great reverence as it is believed 
to have emanated from the middle face of Lord 
Mahadcva. 

Bhiiimv is a Ashrayu Raga of Bhairav That. 
(Mayamulawagowla). Its jati is Sampooma-Sampoorna. 
Aroha and Avaroha of Bhairav Raga are — 

A ton a ri^i-u-qf-ihri 
Avaroha rifriw-«PFT-^-H 

Swaias Ri and Dh ate Komal. Ma is Shuddha. 
Ga and Ni arc Tiwra. 

Swnra Ri is durbal in Aroha. Hence the prayoga 
h A in a j, Komal Ni is occasionally used for 
Ranjakatwa as ri fir «r fd s Sangatis R ^7 -and -1 rr 
in which Ga is supressed arc used. Ga should be 
shown os a grace note for Ri as «i\ Use of double Ri 
as h n m sounds beautiful. Andolan on Ri 

and Dh arc diagnostic of Bhairav. 


Gati or sanchara of Bhairav is mom in Mandra 
tind Madhya Saptaks. Vishrantisthan is Pa, Hall 
should not be made on Ma. as that will sound like 
Jogia. In Avaroha Ni is kept suppressed are weak by 

using ri '■*’*. Swaras H ^ s «constitute what is called 
the Bhairav angB. 

Pakad or diagnostic swara groups of Bhairav are 

This RBR.a is very appealing in the morning. It is 
full of Bhakti and Shanti Rasas. 

Vadi and Samavadi swam are Dh and Ri. 

Popular Compositions in this Raitf arc : - 

1. Balamuva—Vilambit Khyal -Tilwada. 

2. Jrtgo Mohan Pyare—Drut Khyal—Triral. 

Hindustani Ragas Bangala Bhairav, Kalingada, 
Shivamath Bhairav and Ramkali are allied to Bhairav. 
They all belong to Bhairav That. 

Bangala Bhairav. Swara Ni is not used at all 
in this Raga. Ma is sometimes elongated. (See 
Bangala Bhairav). 

Kalin gada. In this Raga no me end work is ex¬ 
pected to be done. Uttaranga is prominent. Swans 
Ri and Dh are weak, (See Kalingada) 

Shivamath Bhairav. Two varieties of Ga and Ni are 
used. (See Shivamath Bhairav) 

Ramkali. Both varieties of Ma and Ni ate used. 
(See Ramkali) 

Karnatak Sanfceet 

There is no Raga called Bhairav in Karnatak Sangcet. 
Raga Bhairav a which is a janya of the 17th Mdakarca 
Suryakanta (ra, gu, ma, dhi, nu) is different from 

Bhairav although there is a good deM of resemblance. 
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Aroha and Avaroha Ehairava arc:— 

Aroha *1 r « zt q q ra « 

Avaroha as v ij u ^ « 

In Dhaunva Dh is Tiwra while in Rhairav it j* 
Korral. (See Rhairava) 

Karnatak Rji'a allied to Bhairav is Mayamalavattowla 
which b Mciakfitca No. 15 (ra, gu, t»3, dha. nu). It has 

Aroha fl \ *r i? tf >i h « 

Avaroha ug 'j q q « > * 

(See M ay a m ala v a •» > «■ b ) 
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511AIRAVA 

Hindustani San^eet 

There is no Rauu called Rhairav a in Hindustani 
SanRcct. But Rags Rhairav h a very Wubi morning 
Kaga, and has bOme resemblance to Bhaiiava of South 
hi Rhairava Dh is Hwra. In BhaU'iv of Hindu>t:ini 
Sar.ccct it ia KomaL (See Bhair.iv), 

Knrnatak Sangeet 

Bhairava is a janya of the 17th Melakarca Sur- 
yakanta (ra, tfu, mi. dha, no). Its /ati is Sampoorna- 
bhadhava. In Avaioha swara Ni is omitted or virjyu. 

Its Aroha and Avaroha are: — 

Aroha « \ it* ;t, q ^ h 3 « 

Avaroha i\ vjj s q fj, *i 3 >, « 

According to Hindustani notation they ate 
A roh’a *< \ n i* q q ft « 

Avaioha 9 « s ^ n jj (b 
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Swara? used arc Shuddba Ri, Antara Ga, Shuddlui 
Mu Chatnshruti, Dh and Kakali Ni. 

Shuddha Ri, ShudJha Ma, and Kakali Ni arc the 
cliaya swaros of this Raga. 

This is not a very popular Rap. i'Svs following 
keeitanam is however surtt; sometimes. 

Mariy.vda GaJaya-Adj tala— Snri Thya^raja. 

Karnatak Ra<?a Mayamalnwagowla resembles Bhai¬ 
rava. Bat in Mayamnlnwngowla Dh i< Shuddha. In 
Bhairav Dh is Chacusrmiti. May<imalva<?.ov.'la uses 
Ni in Avaroha. In Bhaiiavn Ni is dropped in 
Avaroha. 

(See Mayamalavfauowla) 
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BHAIRAV BAHAI? 

Hindustani Sanireet 

This i< a Samyukta Ra”u formed by combining 
the Ragas Rhairav and Bahar 

In the case of compound Kamis it is oi-ficulc to 
tix the That, Aroha, Avaroha, V.idi and Samavadi 
sivaras. The swnroop of the Roga should be remom- 
Uered by the ‘'Chalarv’ ot renderins of the combina¬ 
tions ot swaras. Bhairav Bahat lias the lolluwinp 
chalan. 

11 ww-ftr 

d-qnqiJT 

Swaras used arc Koinol Ri. Tiwra Ga, Shuddha 
Ma, Tiwra Dh, and both Komai and Tiwra Ni. 

This is a difficult Raga and hence attempted by 
first rate musicians only. Combinations of swaras arc 

intricate and the desired effect is difficult to achieve. 
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In Porvanga if is Dhairav, and Bahar in Uttff- 
ra nga. 

Compositions in Bhairav Rahar are :_ 

J. Yc Merf Basantki-Vilamfc.it KSyai-Tilwada 
2. Jobana rc-Drut Khyal-Trital 

iSw U I , * nl R ,’ ea . Kou o hi Bhaitav Bhai- 

rav Bahar very closely. (See Koushi Bhairav). 

Karnatnk Sangeet 

Sa ™' re ' S k no Ra « a ca !i ed Bh ? itav in Karratak 

St'Sr Ka ™‘ ak Ra *“ -hich i» allred 
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BHAIRAVI 

Hindustani Sangeet 

Bhairavi is on. of the most popular R~ as in 

Hindustani Sangeet. This is usually the Raga wir h 

wh.ch, 3 music concert extending beyond midnight 
comes to a dust. Conceits start late in the n £ht 
and extend till 3 AM. to enable the musician to 
end the recital with Bhairavi. Bhaiiavi is an early 
morning Raga. v 

„ Bhairav ‘ That (Hanumatodi). 

It is a Sampoorna-Sampootna Raga. Strictly speakint 

• he ,’ War ” “ be are all Komal swarar only with 
Aroha and Avaroha as under?— v 

Aroha 5-^R-trg^r 

Avaroha 

Pakad or diagnostic swara groups are 
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Vadi and Samavadi swaras arc Ma and Sa. 
Swaras Ga, Dh, and Pa are also suggested by some 
as Vadi swaras. 

Bhairavi in which only Komal swaras are used as 
in the Aroha and Avaroha mentioned above is 
called Shuddha Bhairavi nr Shastra Bhairavi to distin¬ 
guish it from the Ashuddha or Ashastra Bhairavi 
which is current at present and in which all the 
notes of a saptak. including T;wra Ma, are used. 
This liberty is taken with Bhairavi for Ranjakatwa 
particularly when Bhairavi forms the base for a 
Thuniri. 

Harmonium players are very fond of this Raga, 
as nn chat instrument, they can play AthuJclha 
Bhairavi to their hearts concern making use of all the 
keys without restriction and create special effects. 

Bhairavi is sung today as n mixture of Bhairavi 
and Sindhu Bhairavi. 

Popular compositions in Bhairavi arc : — 

1. Jamuna Ke Tcvr-Thumri-Decpchandi Tal. 

2. Baju Band Khul Khul ja—Thuinri-Dccpehandi 

Tal. 

Sitidhu Bhairavi, which belongs to Asavati That, 
is allied to Bhairavi. In Sindhu Bhairavi Tiwra Ri 
is used. Sindhu Bhairavi is different from a Raga 
called Sindh. fSee Sindhu Bhairavi) 

Bilaskhani Todi resembles Bhairavi in certain 
sancharas. In Bilaskhani Todi swaras Ma and Ni are 
left out in Aroha. (See Bilaskhani Todi). 

Karmitak Sangeet 

Bhairavi of Karnacak Sanyect is also a very popular 
Raga. But Kamatak Bhairavi has no tesetnblancc to 
Hmduscani Bhairavi. 
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Karnatak Raga which corresponds to Hindustani 
Bhairavi is the Karnatak Tod* which is a janya of 
the 8th Melokarta Hanuroatodi (Bhairavi That). Us 
Aroha and Avacoha are 

Aroha « ^ H * % f-I B 

Avaroha A frU * ^ n * ^ n (See Todi) 

Ashuddha Bhairavi of North with all the twelve 
notes of a sapiak has also found ns way to the South 
and is sung as Hindustani Bhairavi. 

Karnatak Sangeet 

Bhairavi of Karnatak Sangect j.s a janva cf the 
20th Melakaita Natabhairavi (ri, pa, iua, Jha, ni). 
Natabhasravi Melakarta corresponds to Asavan That 
of Hindustani Stnigeec. 

Karnatak Bhairavi is an example of a Bhashanyj 
Raga in which notes other than the permissible in 
the Mebkatta are used for ranjakaiwa.^ According 
to its parent Raga Nacaohairavi, only Shuddha Dh 
(Komal Dh) can be used. But in Karnatak Bhairavi, 
in the Aioha, Chathushruti Dh is used instead of 
Shuddba Dh. This no doubt gives the Raga its 

present beauty. 

Bhairavi is a Sam?oo:..d-Sampoorna Raga. Its 
Aroha and Avaroha are : — 

Aroha * *1 * ft* * 


Bhairavi i* one of the Major Raga.;. It is chosen 
for Raga Alapana and singing of Pallavi. This is a 
Rn«a which affords plenty of scope for expansion of 
the Raga. It is a very impressive Raga and abounding 
in compositions in all forms of Karnatak Sar.geet. 

Popular compositions are : — 

1. Vccribotii-Varnam-Atta Tala, 

2. Balagopala-Adi Tala-Muthuswamy Djxitar. 

3. Tanayuni Brova-Adi Tala-Shri. Thyu^arttA. 

Karnatak Rapa Mukhari is adieu to Kumatak 
Bhairavi. As in Bhairavi two Dhainuns fire in 

Mukhari, But in Mukhari there is v.»kra .stmdiflra 
in Aroha and Gi is not used in Arena. Jr< Aroha 
and Avaroha ate : — 

Aroha n f? A 4 f-X T « 

A va roll a " f*; ^ q j? r h (See Mukhari) 
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BNAKTAPblYA 

Hindustani San^eot 

There is no Raga called Bhakiaprjya in Hindustani 
Sargeec, Rapa Ahir B'nainv resembles die Karnatak 
Raga Bhaktapriya (See Ahir Bhairav) 


Avaroha b Pt» q n t ^ *r 
According to Hindustani notation they are : — 
Aroha w * 

Avaroha ti ffS( * 1 *7 *1. * * 

Swans used are Chathushruti Ri, Sadhaiana Ga, 
Shuddha Ma,Chathushruti Dh in Aroha and Shuddha 
Dh in Avaroha and Kaishika Ni. 


Karnatak Sangeet 

Even in Karnatak Sangcet Bhaktapriya is ati 
uncommon Rapa. It is derived fiom the 16th Mclukarta 
Chakravaka (ra, gu, ma, dhl, ni). It is a Shadhava-Sam- 
poorna Raga. Swara Ri is omitted in Aroha. Its 
Aroha and Avaroha ace:-- 

Aroha « n 3 q, q ^ fa 2 

Avaroha <f Ha y 2 <» fli *ij R \ « 
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According to Hindustani Notation they are:— 
Aroha n jj n >i ^ fb e 
Avaroha fj 

Sanchara in Avaroha is Vakra as q n ^ ^ « and 
this reminds one, of the way the ending of many Raga* 
of Ihairav 1 hat are done, in Hindustani Sangeet. 

Karnatak Raga^Chakravaka is allied to Bhaktapriya. 

^hakravaka is a bampooma Raga (See Chakravaka). 
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bhankar 

Hindustani Sangcet 

Bhankar belongs to Marwa That (Gamanashramn). 

j 3 Shaahava-Sampoorna Raga. Swara Ni is not 
used in Aroha. Its Atoha atid Avaroha are 

A rob a n 

Avaroha Aa-fa>fl 

5 wants used are Komal Ri. Tiwra Ga, both Komal 
and Tiwra Ma in Aroha. Only Tiwra Ma in Avaroha 
and Tiwra Ni. 

Pakad or diagnostic swara groups of Bhankat are:-- 
-q ijTO-f^rfx^-rrarT - 

Vadi and Samavadi swarasatePa and Sa. Sangatis 
qband va bare effective. Vishrantisthanas are Sa 
Oa, and i a. Use of both Madhyams in Aroha is a 
feature of this Raga. In Aroha vakra sanchara <m- 
sounds beautiful and should be remembered v <r is 
not used in this Rpga. * «r is used ir. Bhatiyari. 

In this Raga Uttaranga should be kept prominent. 
Ihe following^groups of swaras should be frequently 
used ;i-qrr~ 
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This Raga is sung during the third prahara of 
night. When properly sung it is a pleasing Raga. 

It is attempted by only expert musicians. 

Compositions in Bhankar are• 

3. Ye Kucha Ma He Kari—Trital Vilambit— 

Khyal. 

2. Karim Karathar Patavar—Trita] Madhya 

laya —Khyal. 

Hindustani Kagas Pane ham and Bhatiyari arc allied 
to Bhank-jr. 

Pnncham. In this Raga anga of is found as 
Ow-H-H- ta*T: (See ranch am), 

Bhatiyari. In this Raga Vadi swara is Komal Ma. 
The Swara groups th-W-w are prominent 

(See Bhatiyari). 

Karnatak Sangreet 

There is no raga called Bhankar in Karnatak 
San licet. There is no Raga also which resembles 
Bhankar, 
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BHATIYARI 

This Rag3 is also called Bhattihari or Bhattiyar. 

It is said to have been composed by Raja 
Bharttihari. There are three types of this Ra®a each 
one of which belongs to a different That,"Marwn r 
Bilawal and Khamaj. 
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Bhatiyari 

(Matwa That) 

Hindustani Sangeet 

This type belongs to Mama That (Cmmana- 
shrama). It is an Audhava-Sampoorna Rngn. In 
Aroha swaras Ri and Ni are omitted. Aroha arid 
Avaroha are i— 

Aroha *r-q-q-*jqs -qrr-ijs* 

Avaroha TRi-^-q-qs-w-t* 

Swarns used arc Komal Ri. Tiwra Ga, both 
Kims' and Tiwra Ma in Aroha, Komal Ma ir. 
AvaioUn, Tiwra Dh and Irwra Ni. 

Singaric* arc botutiftil. Halt On Koran; 

Ma is 3 feature of Bhatiyari one! is very picusinp. As 
in the case of other 'Isigus which are sung in the csrly 

morning fltic.aru begins with ^ u *. Frequent use oi 
Korvvjf Mil in on elongated way gives a touch ot 
Rflga I-alit. Ni is weak ot durbo! in Aroha. In 
Avaroha ir i> token in a vakra fashion. \n Utraranpo 
some chaya of Maud j« also seen. The following 
group o: swaras are important. 

q»r-q'is' f itRwrns • -piwws ^sPrrq 

Vishranti sthanas in Bhatiyari (Marvva Thar) are 
Sa. Ma, pa and Db. 

In Bliatiyori swam pro.ip *-f.|'*rf-q*l sounds nice. 

Compositions in Bhatiyari (Marwa That) 5 re: - 

1. Uchata Gayi Mori- Fil w ada Tal-VI! a m hi t -Khy n. 

2. Ni?a Dina Nabi-Jsiptal Madhyulaya-Khyal. 

Bhankar and Fancham Rasas are allied to 
Bhatiyari of Marwa That. 

bhankar has Pa as Vadi. Swaras £ are 

prominent. Halt on Ma is avoided. (See Bhankar) 


H5 

Pancham. In this Raga anga of Lalit is very 
prominent as fra-ir-i?- srh (See Pancham) 

Karnatak Sangeet 

There is no Karnatak Raga which resembles 
Bhatiyari of Marwa That. 

Bhativari 

(Bilawal That) 

Hindustani Sangeet 

This type belongs to bilawal That (Dheerashaukar- 
ab ha run a). 

!t is an Audhavn Sampoorna Raga. The virjya 
jwarr.s .hi Amha being Ga .md Ma. It.' Atoha and 
Avaroha arc 

Aroha m-Vw -w-r^r-nrer 

Avar oho uT^-r wA -w 

Swaras used are Tiwra Ri, Tiwra Ga, Sburidba 
Ma. Tiwra I'h and Komal Ni. Strictly speaking in 
R*rm of viW.il That, Ni should be Tiwra. but 
t:i«re art many exceptions. 

Vadi and SamavaJi sw3ras arc Sa and Pa. Halt 
on iwuru Ri is beautiful in this Raga. 

In th’.l type of Bhatiyari there is a mixture ot 
tiiluwat and ]in;oti. 

A Com position in this tvnc of bhatiyari is:— 

Hara i lura Shankar?. — Jhoptal-Khyala 

Knrnutak Sangeet 

Raga Chavotacanqini which i* a janya of the 28ch 
Mclakarta Hatikaraboji resembles Bhatiyari of Riiawal 
That in several sancharas, (See Chuyatorangini). 
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Bhatiyari. 

(Khamj That) 

Hindustani San^eet 

This type belongs to Khamaj That. (Harikamboji) 
and hence called Khammaji Bharivari. ft is an 
Audhava-Sampoorna Raga. Swans Ga and Ni ate 
not used in Aroha. Its Atoha and Avaroha are 

Aroha w t q q * a 
A varcha «Ryj *?<n < 5 *. 

Swaras used are Tiwra Ri. Tisvra Ga, Shuddha 
Ma, Tiwra Dh and Komal Ni. 

Pakad or gunjan swaras are : — 
i*V«- 

Yadi swara is Pa and Samavadi Sa. Although 
touches of Jinjott, Khambavati, and Sindhura are 
found still the following swara groups »1 n* w*i of 
Jjnjoti, nit of Khambav^ct and use of Komal Ga 
ps in Sindhurn are not found in this Rag a. 

Compositions in Bhatiyari (Khamaj Type) are: — 

1 Madhura Bajavatj Basari-Ektal-Khya). 

2 Sakhi Ri Garaia-Trital-Khyal. 

Karnatak Sangeet 

Kavnatak Rapa, Sama (Shy am a) which is a janya 
of the 28th Melakarta Harikamboji,resembles Khammaji 
Bhatiyari in Aroha. But in Avaroha of Sama swara 
Ni is not used. Aroha and Avaroha of Raga Sama 
are 

Aroha * ? 3 1 B 
Avaroha a >7 q q *T ft 5 

If while singing sama Ni (Kaishika) is introduced 
in Avaroha_ then it will sound like Khammaji 
Bhatiyari. (See Sama.) 


Another Karnatak raga which resembles Kammajec 
Bhatiyari is Bylahpmsa. It has for Aroha and 
Avaroha. 

Aroha s ft a q * « 

Avaroha 4 f* * q n ri R * n « 

Prayoga of ft q n of Balahamsa is not found in 
Khammajce Bhatiyari. (See Balahamsa.) 
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BtlAUL! 

Hindustani San^eet 

There is no Raga called Hhauli in Hindustani 
Sangect. Hindustani Raga Bibhas (Bhairav That) re* 
setnbles the Karnatak Raga Bhauli. In Bhauli swara 
Ni is also used in Avaroha. Aroha and Avaroha of 
Bibhas are as under: — 

Aroha « *T q ^ h 

Avaroha (See Bibhas.) 

Karnatak Sangeet 

Bhauli is derived from the 15th Melakarta 
Maya mala wayowla (ra, gu, ma, dha, nu). It is an 
Audhava-Shadhava Raga in which Mb and Ni are 
virjya in Aroha and only Ni :,pmitted in Avaroha. 
Its Aroha and Avaroha are as under: — 

Aroha p fti *tj q *1 is 

Avaroha « fta q *13 fti « 

Swaras used are Shuddha Ri, Antara Ga, Shuddha 
Dh and Kakali Ni. 

According to Hindustani notation they are 
Acoha s ^ ji q h: « 

Avaroha 
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This is a very pleasing and sublime morning 
Rega. 

Popular compositions is Bhouli are; — 

1. Tappulamn'yu-KupaVa Tala-Muthiah Bbaga- 
watar. 

Kamatak Ragas Revagupti and Bhupaln arc allied 
to Bhauli. 

Rcvagupci docs nor use Ns in either Arena or 
Avaroha (See Revayupti). 

Rhoopaln uses Sadharana Ga and does nor use Ni 
either in Aroha or Avaroha (See Rhoopala). 
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BHAVANI 


Hindustani Santeel 


Bhavani is a Ragsi having only four swarns 
(Chawswarii. According to rules laid down in old 
Ctinthas. for construction of Ragua, every Rajif* 
should have at least five roftra*. In hitidustani San- 
opet however there are a few Ra^as iike Bhavani 
and Maieshree which have only four swaras bur yet 
arc very pleasing. There is a Rsr-r. called Ja.adhar 
Sarang which has only three swaras. 

One of these unshastralc «t ashastriya Ragas, 
Malashrce is wellknown. Bhavani is not so popular, 
But still it is a very pi easing Raga. 


Bhavani belongs to nilawal ’l hat {Dheerashankara- 
bharana). bnawani id obtained by removing Pa from 
Kao a Durga of Bilawrf That. (There is a Durga of 
Khamaj That also). Aroha and Avaroha of Bhavaru 

arc ;— 


Aroha * K H * j 
Avaroha v ^ *:> * u 


B9 

Its Jati is Chatuswari. Swaras used are ail Shu- 
ddha swaras of Hindustani Sangeet. 

Vadi and Samavadi swaras are Ma and $a, This 
Rags is sung from 9 P. M. till midnight. 

While singing this Raga the Pa of Thamhoora 
should be tutted to Ma. The effect will be beautiful. 

This is a difficult Raga. Hence musicians prefer 
to sing Durga in which there is greater scope for 
snnehar and taking tanas (Tanbaji). 

Compositions in Bhavani are:— 

1. Mad hum Rag a Ata-Jhaptal-Lakshonu geet. 

2. jhuroa Jhuma Aye-Trical-C'hota Kbyal. 

Karnatak Saiigcet. 

There is a Raga called Bhavani mentioned in books 
on Karnatak Sangeet also. But this Raga is net 
known co many. It is a Janya of the 44th Mela* 
karta Bhavapriya (ra^l.mi.dha ni). This Bhavani has 
for its Aroha and Avaroha 

Aroha «r ft> n 7 *r fa* 

A varoha « faj *i w 2 f*i « 

Jati of Bhavani (K) is Shadhava-Shadhava. Pa is 
omitted. Swaras used are Shuddha Ri, Sadharana Ga, 
Prati Ma, Shuddha Oh and Kaishika Ni. 

According to Hindustani notation Aroha and 
Avaroha of Bhavani of South will be us under 

Aroha o f jt n 

Avaroha ri t\ 'l tj aj ^ a 

Although swara Pa is omitted in the Karnatak 
Raga Bhavani also, still the use of Pratirnadhyama, 
Tiwra Ri and Dh makes it sound entirely different 
from the Bhavani of Hindustani Sangeec. 
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BHAVASAKH 


Bhavani of the South is interest.ng as its Pootvanga 
resembles Todi and its Utcaranga Bhairnvi of 
Hindustani Snngeet. 

A composition in the Karnatak Rapa Bhavani 
composed by Shri Thyagaraja was known to some 
musicians about sixty years ago. But that Keenansm 
has fallen into disuse. Even the text is noc 
remembered. 
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BHAVAMf KEDAB, 

Hindustani Sang:eet. 

This is a new Rapa composed by the author of 
this book. 

This Raga is formed by combining the two Rapus 
Bhavani and (Cedar. The Aroha is only Bhavani. 
But in the Avsroha, Anpa of Kedar is introduced. 

Aroha and Avaroha of Bhavani Ked3r arc 
Arohn « * n ^ s 
Avaroha svj- q -tvns-?$ <?-w 

Jati of Bhavani Kcdar is Chathuswari-Audhava. 
Swam Ga and Ni arc dropped both in Aroha and 
Avaroha, Pa ts not used in Aroha but used in 
Avaroha. 

Swam Ri and Oh are Tiwra, Ma is Komal in 
Aroha. In Avaroha both kinds of Ma are used. 

Pakad or diagnostic swara groups arc:— 

Vadi and Samavadi swaras are Komal Ma and Sa. 
Swara group f? q v xrs gives chaya ot Kcdar ^ w V ns, 
with Ma elongated is characteristic of Bhavani and 
sounds beautiful. The Antrim begins with i s ipj bs 
< is and then swara group A q qsY B is added. 


A composition in Bhavani Kedar is 

1. Bhavani Kedaranatha Ptiye-Jhaptal-Gcet. 

Karnatak Sangeet 

There is no Raga called Bhavani Kedar in Karnatak 
Sanpeet and there is no Raga which is allied to 
Bhavani Kedar. 
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BHAVASAKH 

Hindustani Sangcet 

This is an uncommon P.agj. Bhavasakh belongs 
tu Bilawal lhat. It is an Audhava-Sampoorna Raga. 
Swaras Ri and Ga are omitted in Aroha.* Aroha and 
Avaroha of this Raga are :— 

Aroha 

Avaroha 

All the swaras art Shuddha swaras of Hindustani 
Sangcet. 

Pakad ot diagnostic swata groups are: —* 

Vadi and Samavadi swaras are Ma and Sa. Swara 
group *qsq sounds beautiful. Group * -j « * sounds 
like Mand and like Yaman. 

Goud Malhar and Yaman Kalyan are allied to 
Bhavasakh. 

Goud Malhar. In this Raga Komal Ni b also 
used (Sec Goud Malhar). 

Yaman Kalyan. Tiwra Ma is prominently used. 

(See Yaman Kalyan) 
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Karnatak Sangeet 

Thete is no Raga called Bhavasakh in Karnatak 
Sangeet, Raga Kannada of Karnatak Sangeet has some 
tosemblance to Bhavasakh. Kannada (Not Kanada) is 
a janya of the 29th MeUkarra Dheerashankarabharana 
(Bilaw al). Its Aroha and Avaroha are:— 

Aroha s J? <j vi ft e 

Avaroha 4 ft 4 >*s q it »is n \ e (See Kannada) 
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bhim 

Hindustani Sangeet 

^ This Raga is also known as Gavati. There is 
difference ot opinion regarding this Raga. Some do 
not recognise Bhim as a sepemte Raga although others 
believe Bhim and Palasi to be different Ragas by 
whose combination Rngn Bbimpalas is derived. 

There are some who consider that Raga Bhim is 
a combination of Bhimpalas and Khambavati, the 
Uctaranga being Bhim pa las and the Poorvanga con¬ 
sisting of Khambavati. This type of Bhim is described 
below. 

Jari of Bhim or Gavati is Audhava-Sampocnui. 
In its Aroha swaras Ri and Dh are not used. Its 
Aroha anti Avaroha’are: — 

Aroha 

Avaroha jt * fl ^ q \ *? 

S war as used in Atoha and Avaroha should be 
noted carefully, in Aroha C3a is Tiwra. Ma and Ni 
arc Komal. In Avaroha Ri is Tiwra, Ga is both 
Komal and Tiwra, Ma is Shuddhn, Dh is Tiwra and 
Ni is Komal. 


Pakad or diagnostic swaras arc:— 

Vadi and Famavadi swaras are Fa and Pa res¬ 
pectively. Hus Raga is sung during the third praham 
of the day. 

There is no sbastraic sanction or adhara for the 
swaroop given above. Use of Komal Ga only in Tara 
sapeak as and that of Tiwra Ga as in 

»j q ii'? u should be borne in mind. Ending of 
slaps is done with 1 *\ to remove the chaya of 
Khainbavan. But it sounds like Ragesbrec. 

A composition in Raga Bhim is : — 

1. Par Nil Pavo—Drut Khyat—Teental 

Karnatak Sangeet 

There is no Raga called Bhim in Karnatak Sangeet, 
No Karnatak Raga is allied to Bhim. 
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BHIM PALASI 

Hindustani Sangeet 

This Raira •* said to be a combination of two Ragas 
Bhim and Palasi. Some think that Palasi is the 
real name and Bhim is only an adjective to mean 
‘•great” on account of the greatness of the Raga 
Palasi. This bears an anology to Shankarabharaoa 
being called Dhecrashankarabharana in Karnatak 
Sangeet. ^ A third section consider that Bhim (also 
called Gavati) is a different Raga formed by rhe 

combination of Palasi and Khambavati. 
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lilHKNASHADJA 


Bh imp ate si or Bhimpalas is a very popular Raga 
jn Hindustani Sangeet. It is a favourite Raga of the 
Maharashtra Stage. Bhimpalas belongs to Ka6 
That (KharahatapTiya). It is an Audhava-Sampoorna 
Raga. Swaras Hi and Dh are not used in Aruha. 

Its Aroha and Avaroha are a3 under. 

Aroha 

Avaroha 

Swaras used are TfWia Ri, Komal Ga, Shuddha 
Ma, Tiwra Oh and Komal Ni. 

Pakad or gunjan swaras are :— 
i*ra qs - H"CT S--qny.iT 

Vadi and Sanwvadi swaras arc Ma and Sa. This 
is a Poorvanga Ra<»a. Commencement of die 
Raga with « q sounds very beautiful. Swara Ma 
is kept isolated and saogathi q q is frequently used. 
These two features distinguish Bhimpalas from 
Dhanasari. Bhimpalas fa sung during the third 
prahara of the day. 

A few popular Compositions in Bhimpalas are t — 

1 Ab To Badi Ber-Vilambic Khyal-Ektal 

2 Biraj Me Dhum-Drut Khyal-Trital 

3 SwakuU Tarak-Trital-Srage Song. 

Thtee Ragas which ate allied to or samaprakritik 
with Bhimpalas are Dhanasari, Dhanl and Tata deep. 

Dhanasari has Pa as its Vadi swara. Sangatbi q 
is used frequently in Dhanasari. In Bhimpalas q *t 
is used. In Dhanasari swam Ma is not kept isolated 
(See Dhanasari.) 

Dham does not use Ri and Dh either in 
Aroha or in Avaroha. Sometimes Ri is used ior 
ranjakatwa as <*s * ffc a (See Dhani) 

Patadecp uses Tiwra Ni in both Aroha and 
Avaroha. (See Patadeep). 
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Karnatsik Sangeet 

There was no Raga called Bhimpalas in Karnatak 
Sangeet r.wo decades ago. But today this Hindustani 
Raga is very popular in the South and is called 
Bhimpalas. 

Karnatak Raga Abheri which is a janya of the 
20th Melakarta Natabhairavi (Asavati That) but 
which is sung to-day with mostly chatushruti Dh 
instead of Shuddha Dh of Natabhairavi scale, 
resembles Bhimpalas very closely. (See Abheri). 
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BHJNNASHADdA 

Hindustani San^cet 

This is an aparachit Raga but a very pleasing one. 

Bhinnashadja belongs to Bilawal That. It is an 
Audhava-Audhava Raga. Swaras Ri and Pa are 
dropped or virjyp in both Aioha and Avaroha. Its 
Aroha and Avaroha are :— 

Aroha 

Avaroha n-fq'q-qq-fl 

Swaras used are all Shuddha swaras of Hindustani 
Sangeec. 

Pakad or diagnostic swaras of this Raga ate: — 

qq-qq S 

Use of Tiwra Ni makes singing of this Raga diffi¬ 
cult. Meend <r u in qq « is beautiful. 

This Raga is sung between 9 p. m, and midnight 

Compositions in Bhinnashadja are;- 

1. Ye Sunatahi Manaka-Ada Choucal-Vila mbit 

Khyal. 

2. Barasana Lagi Badariya-Trital-Khyal. 
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Hindustani Ragas Rageshwari, Madhuiadhwani 
(Durga of Khamaj That) and Chakradhar are allied 
to Bhinnashadja. 

Ragcshwari uses Tiwara Ni in Aroha and Komal 
Ni in Avaroha. Swara Ri is used in Avaroha. 
(See Rages hwari)« 

Madhuradhwani uses only Komal Ni in both 
Aroha and Avaroha (See Madhuradhwani) 

Chakradhar uses Ri in both Aroha and Avaroha 
(See Chakradhar). 

Karnatak Sangeet. 

Bhinnashadja of Karnatak San gee t is a janya of 
the 9th Melaka na Dhenuka (ra,gi,ma»dha,nu). Its 
Jjti is Shadhava-Shadhava. In Aroha the viijya swam 
is Dh while in Avaroha the virjya swara is Nr. 

Aroha and Avaroha of Bhinnashadja of Karnatak 
Sangeet axe as under 

Aroha n th Ji 2 fli <r sii q ftb « 

Avaroha i q n 2 *j 

Swaras used are Shuddha Ri, Sadbarana Ga, 
Shuddha Ma, Shuddha Dh and Kakali Ni. 

According to Hindustani notation the Aroha and 
Avaroha are *.- 

Aroha d (nh ji 5 [•! 

Avaroha * ^ q q 

Excepting Ni which is Tiwra all 5waras are Komal. 
Sanchnra in Aroha is vakra or zig. zag. KagaChaya 
cwaias are Shuddha Ri, Sadharana Gj and Kakali Ni. 

This in not a popular in the South. A compo* 
sit ton in Bhinnashadja is 

1. Sarivanlona-Adi Tab-Shri Thyagaraja. 


Karnatak Rapa which is allied to Bhinnashadja 
of Hindustani Sangcec is a type of Hindola of the 
South which usese Antara Ga, Chatushruti Dh, 
Shuddha Ma and Kaishika Ni. 

Its Aroha and Avaroha according to Hindustani 
notation will be 

Aroha u it q ** a 
Avaroha 3 fn s q n « 

Kecrrana ‘ : Manasulonj Murmamu”of Shri Thya-ja- 
rain is sometimes sung with the use of above 5 wants. 
This type ol Hindola is exactly like* the Madhura- 
dhwar.i cr Durga of Khamaj That oi Hindustani 
Sangect. In Binnashadja (H) Tiwra Ni is used and 
noi Komal Ni as in Hindola (K) of the* type men¬ 
tioned above. 

Hindustani and Karnatak Ragas called Bhinnashadja 
have entirely different swaroops. 
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D.HOOP 

Hindustani Sanjjeet. 

This Rag3 is also called Bhopali. Bhoop belongs 
to Kalyavi That (Mechakalyanl). Its )aci is Audhava- 
Auchava. Virjya s war as are Ma and Ni in both 
Aroha ar.d Avaroha. It' Aroha and Avaroha are t- 

Arohi a 'i *r q *5 ^ 

Avaroha H V v (\ l « 

E-.vav-.is Ri, Ga and Dh are. Shuddha or Tiwra. 

DioL'uo-'ic swara groups or Pakad ol this Raga are;- 

rn?-^.T 

Vadi swara is Ga. Samavadi is Dh. Sangari 

™ Is Characteristic of Bhoop. Vishranrl * than is 
arc Ga ar.d Pa. This Ra*a is sung during the first 
L’ruha-a of night. It is a very popular Rnga. 
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Popular compositions in this Raga are 

L )ab hi Sab Nar-Vilambit Khyal-Jhumr, 

2- Jabse Tumisan Lagali-Drut Khyal-Trieal, 

c 5 e ? hb * r ’ Je'hicalyan, Audhava Deogiri and 
Shuddha Kalyan are allied to Bhoop. 

Dcshkur has Dh (or Vadi and Ga for Samavadi 
and is a morning Raga (See Deshkar). 

evening h#s . Pa " Vadi It is an 

7 a , y R ; n f SanBa?1 ** is wed ftet i usntl y <s« 

Audhava Deojiin has the swara group *? * ns« 

efferr^ “ e * lcndcd and creates a different 

effect. (See Audhava Deogiri). 

R„r S ^' dd A ha K ? 1Van haS fHc SSme Aroha as Bhoop. 
Rut in Avaroha swaraa Ma and Ni arc touched 

creatmy a beautiful effect (See Shuddha Kal" 

Karnatak Sangeet. 

„,. Th t r ' ” n ° R “? a Bhoop in Karnatak San- 

wfth Bhaop 1 " RaB “ Bl “ JOpal: ’ has "“thing to do 

Raga Mohana of Karnatak Sangeet resembles 
Bhoop very closely As Vadi and Samavadi wan 
rul« are not strictly followed in Karnatak Sangeet 
Mohana sounds sometimes like Bhoop and .0 certain 
sancharas ii^e Deshkar and Jethkalvan. 

Mohana (K) has the following Aroha and Avaroha. 
Aroha n t it q >} * 

Avarcha q « q ? « 

Bhoop also has the above Aroha and Avaroha 
{bee Mohana). 
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RHOOPA1A 

Hindustani Sangeet. 

This Raga is also called Rhoopala Todi. It is 
different from the very popular Raga Bhoop or 
Shopali. 

Bhoooala Todi belongs to Rhairavi That (Haou- 
mathndi). It is an Audhava- Audhava Rapa in which 
swaras Ma and Ni are omitted both in Aroha and 
Avatoha. Aroha and Avaroha of Rhoopala are 

Aroha ^ ^*1.® '’I « 

Avaroha « ^ 4 *i\ * 

All swaras are Korn a I swaras of Hindustani 
paddhati. 

Vadi swara is Dh and Samavadi Ga. Sangatis 
r vi and q n are pleasing. This Raga is sung in the 
morning. 

Compositions in Bhoopala Todi are 

1. Jag Re Sub Raina-Viiambit Khyal-Ektal. 

2. jab Ram mm tCahi Gavcga-Drut Khya! -Trkal. 

Hindustani Ragas Bhibas and Rev a ate allied to 
Bhcopala Todi. 

Bibhas uses Tiwrn Ga (Sec Bibhas), 

Rcwa uses Tiwra Ga (Sec Rewa). 

Karnatak Sangeet. 

Bhcopala of Karnatak Sangeec is a janya of the 
8th Melakarta Hanumathodi (ra^i.majdhayni) This 
melakarta corresponds to Bhairavi That of Hindustani 
Sangcet. It is an Audhava-Audhava Raga in which 
Ma and Ni are dropped in both Aroha and Avaroha. 
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tcs A rcha and Avaraha are as under :- 
A rciha n ^ jt, q <j 
Avacoha t? >r, *, ft, „ 

f?hi,ddha“Dh $ed $hu “ dha Ri - Ga, and 

Av^V" Hi " dUStJni no “ llon th = Arolia and 

Aroha « > q *7 q 
Avaroha « ^ q > *, 

and^'v^Ai! 3 " 9lJr . Koroal swara£ - From Aroha 
i? l ' J S V t! S l,wd Jr wi,l( he <<vu that 
* n * .5/ Komarak Sunset is exactly |j'<e the 
Bhoopah lodi of Hindustani banger 

Com petit Ion 1 in Rhoopala are 

1. Kndnmba Vaua Vasini-Kupaka Tula-Murhtah 
J.'ha^j ivy r;;r. 

?. Shnw Venkctwham-Adi !a!a-Venkata Nara- 
yaiv:coarya. 

R? aR: Y llcva Wti and Rhauli * 0 ; allied ro 
bhocpala of booth and North. 

Revacuprj fa * , unva o} cbc ] 5ch Mclaleart® Mm- 

n.olawagowla (bhairnv That). Aroho and Amo'ha 
are sr,infer to chose ot Rnncpria hoc in Rcvacurti 

!?E>* “/‘rTa H «* e Rcvasnpti carr^S 
co b'l.hns c Hindustani Sanveec.’ Raga Revn 

IW i .7^“ R<! ? p "^ tl ot SiHlch ir ' every detail. 
ur r*™ 15 expected to be 5u»c with Pnom an*- t. 
pronuec an evening effect. It is an evening K««a 
tSce R«vopipei. Dhibas and Reva). 

iihoiili resembles Rhcorula but being n janyn of 
xdayamoJawaKOwia uses Tiwra Ga as in Kevai-um. 
BIku. 1 . uses also Ki in Avaruha (bee BhauJi). 

Bhoopala Todi. 

(Sec Under Bhoopala). 
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BN OOP KALYAN 

Hindustani Saitgeet. 

This Raga is also called Shuddha Kalyan. This 
is a very popular evening Raya. It i.s 3 combination 
of Bhoop in Arc.hsi and Kalyan in Avaroha. Why 
it is more popularly called Shuddha Kalyan, when 
Hhoop Kalyan is a very appropriate name, is not 
clear. Adjective Shuddha in this case, as in the 
case of many ether Ragos with the prefix Shuddha. 
does not suggest any swura features. 

As Bhoop Kalyan is more popularly known as 
Shuddha Kalyan it is described fully under Shuddha 
Kalyan (See Shuddha Kalyan). 

Karnatnk Sangeet. 

The Karnatak Raga Muhnna Kalyani corresponds 
to Bhoop Kalyan or Shuddha Kalyan of Hindustani 
San ^eer. Mo ban a cccrcsj>onds ro rhe Hindustani 
l’nga Bhoop and Kalyani is similar ro Kalyan. Hence 
Mohan a Kalyan is a very apt name for the Raga in 
which Aroha is Mohaua and Avaroha is Kalyani 
(Sec Mohana Kalyani). 
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BHRANARADMWAINI. 

Hindustani Sangeet. 

I here is no Raga called Bhrainoradhwani in Hindu¬ 
stani Songcer. 

Bhramnradhwam and the 54th Molakarto Vi¬ 
sa wamoari {ra,f>u ; ini,d!m.nu) 01 Karnatak Music from 
which it is dodved arc interesting as the swaru 
group r R fl which is tomui in Miya Malhar i* also 
iound in thes- two Ragas, and the Roorvanga 



BHUVANAGANDHARI 


10 % 


1021 RAGA NIDHI 

swaras h n $ T are found as in Pcorvi That. 
These Ragas may be easily introduced into Hindu¬ 
stani Sangeet as they are very well suited far that 
purpose. 

Karnatak Sangeet. 

Bhramaradhwani is an apatichit Raga. le ts a 
Janya of the 54th Mclakarta Vlshwambari (ra.gu.mi, 
dhu, nu). whose Atoha and Avaroha according to 
Hindustani notation arc r- 

Aroha s \ *r R ? 1^ ft h 

Avaroha flftfr'T $ 

In the above swaras Komal Ni (fq ) stands for 
Shatshruti Dh of Karnatak paddhati. 

Bhrarnaradhwani is an Audhava-Sampoorna Raga. 
Swaras Ri and Pa are dropped in Aroha. Atoha 
and Avaroha ate a$ under t 

Aroha « *t A n 
Avaroha « ft 

Komal Ni ( ) stands for Shatshtuti Dh. 

There are no compositions available in this Raga. 
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BHUSHAVALI 

Hindustani Sangeet. 

There is no Raga called Bhushavali in Hindustani 
Sangeet. There is no Raga allied to Bhushavali of 
Karnatak Sangeet. 

Karnatak-Sangeet. 

Bhushavali is derived from the 64th Melakatw, 
Vachaspati (ri,gu |l ni ) dhi > ni). Jati of Bhushavali is 
Shadhava-Sampoorna. In Aroha swara Ni is dropped. 


Its Aroha and Avaroha are as under 
Aroha s b 3 fl 2 q a 
Avaroha a ft 2 1 Hi *Ta a 

Swaras used are Chatushruti Ri, Antara Ga, Prati 
Ma. Chatushruti Dh, and Kaiehika Ni. 

According to Hindustani Notation they are 
Aroha 0 l *1 V * » B 
Avaroha * »T * " 

Bhushavali is not a commonly sung Raga. A 
composition in Bhushavali which is occasionally sung 
is given below- 

Thana Meedane—Adi Tala-Shri. Thyagaraja. 
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BHUVANAGA1NDHARI. 

Hindustani Sangeet. 

There is no Raga called Bhuvanagandhari in Hindu¬ 
stani Sangeet. 

Hindustani Raga Jeevanouri which belongs to 
Asavari That rscsmbles Bhuvanagandhari of Karnatak 
Sangeet to some extent. But jeevanpuri which has 
the folio wing Aroha and Avaroha is a Sampoorna 
Raga. 

Aroha 9 * 

Avaroha # t* % u « n t ft (See jeevanpuri). 

Swara Dh which is a Jccva swan of Jeevanpuri 
in Aroha is absent in the Aroha of Bhuvanagandhari. 
This makes a big difference. 

Karnatak Sangeet. 

’ This a good example of giving currency to Ragas 
which ore mentioned in the Grant has. It is a new 
introduction. 
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Bhuvanap.n d hari is a janya of the 20 ch Melokarra 
Natiibhairavi (rLgfma.dhn.ni). Natabhairavi corres¬ 
ponds to Asavari That of Hindustani Sangcct. 
Bhuvanagandhnri does not use swans Ga. and Dh 
in Aroha and Ri is varjya in Avaroha. its Jati is 
Aiidhava-Shadhava. Aroha and Avaroha of of this 
Raga are 

Aroha *? ft* *r L q ft* « 

Avaroha q ft z vy, q r, n> * 

Swaraj used arc Chatushruti Ri, Sadharana Ga, 
Shuddha Ma, Shuddha Dh, and Kaishrka Ni. 

According to Hindustani notation they arc :• 
Aroha R ? q q ft 
Avaroha fl ft R 7 q q q 

There arc not many compositions in this Ra«a. The 
following one is gninin.* popularity. 

Lalitorobe Shri Mate-Adi lato-Vertmagirifippa. 

Karnatak Ragas which arc allied to Bhuvsma- 
gandhari are Saramnti, Nagagand'uri and lcKvatirori 
All these are derived from Naraahtw-vi Meluk.irrn! 
(Asavarj That). 

Saramati js a Sampooma-Andhavi Raga. Its 
Aroha and Avaroha a*-c 

Aroha * * r :? q >7 ft * 

Avaroha «j ft y q ji u (See Saramati) 

Nanagandhari is n Sampoorna Rapa with Vskra 
sanrhara in Aroha, It.-* Aroha and Avaroha are 

Aroha q ? q rj ci q y ft « 

Avaroha ti ft. \r q :j tj f « (See Napagandhari). 

Jeevtinpuri of North has become ponular in 
South and has the same Aroha end Avjiruha as 
Jeevanpuri of North (dee Jeevanouri/. 
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BIBHAS 

(Bhairav That) 

Hindustani San^eet 


There are -three types of Biblias derived from 
Bhairav, Poorvi, and Marwa Thats. They are 
therefore treated as different Ragas. 


The Bibhas of Bhairav That (Mayamalavagowla' 
does not use Swaras Ma and Ni. Hence this is an 
Audhava-Awlhava Raga. Its Aroha and Avaroha 
are as under 


Aroha h ( in 'j r 


Avaroha « n q ir * 3 

Swaras Ri and Dh are Komal and Ga is Tiwra 

Vadi swara is Dh. Samavadi is Ga. This Raga 
should be suns even before sunrise. 

In this Raga swara Pa should be kept prominent. 
Sangati JT <7 shouled be used frequently to produce 
'} morning effect. Swam Dh should be elongated 
before descending to Pa. as jm w s q. This Raga 
should be sung like Dcshfcar but with Komal fi 
and Dh. 


In Aroha s warns > n 7 ^ shopld not be used 
frequently as it will sound like Raga Reva. Only *j q vj 
should be used. Ln the same way H V *j q should 

be avoided The object, in both cases" is ro avoid 
use of Ri, frequently in this type of Bib has. 

Compositions in this Raga are :— 


(I- I’iya Tuma Vahijav-Ektal-Vilambit KhyaJ. 
(2) Prata Samye Nandadal-Jlwp Tal-Khyal 

Hindustani Ragas which are allied to R»hW 
(Bhairav That) are Reva and Triveni. 
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Revs is an evening ‘'iawab ,? fo ; Bibhas. Sa is 
kept prominent to give the evening effect. Ri is 
used frequently in Aroha. Tt is a I’norvanga Rap.a 
with Ga as Vadi swara. (Sec Reva). 

Triveni uses swara Ni which is varjya in. Bib has. 

(Sec Triveni), 

Karnatak Sangeet 

Knrnatak Raya Bibhasu has the same Aroha as 
that of Bibhas (Bhairav That'. But the Avaruba of 
Karnatak liibhasu is like that, of I lindustani Raga 
Jogjya. (Sec Bibhnsu), 

Revagnpti which it a Janya of the *Oth Melkarta 
MayainaiavagowUi (Rhairav That) ha* the same 
Arolia ami Avaroha as Bibhas (fthalmv That), and 
Reva of Hindustani San goer. Its Aroha and 
Avaroha are 

Aroha a ( a q i « 

Avaroha *i ■-? q « \ *i (Sec Revngupti). 

Karnatnk Ragsi Bhauli lios the same Aroha as 
Bibhas (Bhairav That) but in Avaroha slight use of 
Ni is made. Its Aroha and Avaroha are 

Aroha <f V « 

Avarcha a r q q (5wC Bhauli) 

Bibhas 

fPoorvi that) 

Ribhas of Poorvi That (Kamaviicdhini) is :ui 
Audhava-Sampoorna Raya. S war as Mu and Ni ;>re 
Varjya in Aroha. Aroha and Avaroha of this Rspa 
are 

Aroha 

A v a rob a $-fcST? - ‘•n'l-’fa 


Swaras Rl> and Dh ate Komal. Ma and Ni are 
Tiwra. Vadi and Samavadi swaras are- Dh and 
Ga. Halting swaras or vishranti (-chans arc Sa, C3s, 
Pa, and Dh. 

This Raya is sung early in the morning. It is a 
Uttaranga Rag*. Although Tiwra Ma and Tiwra Ni 
are used they are used in Avaroha only and occasionally. 
Tiwra Ma ij used in a va'rra fashion. Hence 
they are not likely to create an evening effect by their 
presence. Prayoga of Fiwra Ma is made as ff q ^ q 
as in Ramakali. 


Karnatak Sangeet 

Karnatak Ragu which is allied to Bibhas cf 
(Poorvi That), is Bhauli. But in Bhauli Ma is not 
used (See Bhauli; 

ftibhas 

(Marwa That). 

Hindustani Sangeet 

This Raqa belongs to Marwa Th.it (Gamimash nrr»a). 
Ic is a Siimpoorna-Shadhava Rag a. Atoha is vakta, 
Varjya swara in Avaroha is Ni. Aroha and Avaroha 
of this Raya are: — 

A roh a T%f<?-qu - im 

A roh a wk -q*> 

Swara Ri is Komal. Swaras Ma, Dh end Ni 
are Tiwra. Pakad or gunjan swarn are; •• 
in-'W- 

Vadi ana Samavadi swaras are Dh and Ga. 
S&ncacis n q and ^ are frequently used. 

This is 3 Uttaranga Rag.;, it r.- co^side-.u.i to be 
« morning “ jawsib ’’ of t*.ic evening Rag- V.’.jyd or 
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3 m,XtUre ' hc two R ^ 
While using swara Ni care has to be taken not 

s^v^ d s r * 5 

mincnc to give morning effect. P P 

Compositions in this Roga arc 

1 Kamskuvarava jayila-Trital Madhya-layn-Khyal. 

2 Motare Meeta Piyarawa-Trital Madhya taya- 

Khynl. 

VaratPnr '' lmlus 5? ni . ,! >S^te Jeth (with Tiwta Ma). 
raCl or Barari, Saigiri, and Poorvakalyan. 

AvarX With TiW ‘ fl M “ haS " >e Aroha and 

Aroha 

Avar oh a texw-f* 

t l- B Vad! Swara.^t'See ^ “ 

. f°° rv »kalyan uses Ni as > jj u * an J nm 
? ^ w ** - Ni is used in Aroha. ‘(Sec Poorva Kalyan). 

(See S si;;' rl “ 8e? b0 "’ Madhyams and ^ D ^iv».s. 
Karnaiak Sangeet 

Th Po ? rei , Kal V;“‘ resembles Bibhas of Marwa 

il 7% Cl n d> '- l ut , 1 11 J - » « not used i,,? 

IS Used (bee Poorvi Kalyani). * 


BlLtHASU 
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BIBHA 5 U 

Hindustani Santeet 

»te^saar's- at -ts 

'• lf the Atoha Avatoha given in those 

B?hW COT y C ,'- Wi ' ho,J ' a "V printing mistake, then 
B bhasu sounds lute a combination of Bibhas in Aroha 

Z'tt:- AVa,0ba !ti Ar ° h * 3nd Avatoha 7" 

Aroha 

Avaroha 

This combination is interesting. 

Karnatak Sungeet 

Aroha 0 fi, q 3 7 v,. ^ 

Avaroha ?i vr x q j*, > x * 

Ma ^nTsS: 

notation Ri, Dh and Ma are Kom^nd Ga is^Cta' 
Ihis is an uncommon Rasa in the Snurh , 1 ^ \ L ’ 

ofthf Avaroha like Saveti w“t 

Avatoha aw'a" THerfart r ° l,a ^ 

positions in Raga Bibhasu. arc nu com ' 
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Bill AG 

Hindustani SatigeeC 

Ancient name for Bihag is Vihang. This i? one 
of the most popular Hindustani llamas which are sung 
in the night between 9 P.M. and Midnight. 

Bihag is an example of Ragas in which one variety 
of a swara is gradually replaced by another variety, 
till the variety introduced for runiakatwa becomes the 
more important one. Originally Bihag used to be 
sung with Komal Ma and was put under Bilawal 
That. But use of Tiwra Ma is now so common that 
without, a liberal use of Tiwra Mj, Bihag sounds dull. 
On account of the use c( Tiwra Mfl some suggest 
chat Bihag should be- put undvr Ksdyan That, Some 
musicians however still adhere to che orthodox way 
of using only Komal Ma although they find it difficult 
to do so for any length of rime as the temptation 
to use Tiwra Ma is very strong. 

In Bihag swaras Ri and Dh ore not used in 
Aroha. In Avaroha all the swsras are used. Hence 
it is an Aodiviva—Sampooma Raga. Its Aroha and 
Avatoba are as under 

Aroha 

Avaroha a-fswq-fpft* 

All swfiras are Shuddha swarss of Hindustani 
Sangeet. (Bilawal That). Bilawal That corresponds to 
Dheerashanlcarabhatana Melakan a of Karnatak Sangeet. 
Prari Madhvama is an introduced swara which is not 
permissible in Bilawal That. Hence Bihag is a Bha- 
shanga Raga. 

Vadi and Satnavadf Swnras are Ga and Ni. Sangatis 
f*T and w arc used frequently. Tiwra Ma fc used in 
the swam group ^ ^ M, Sometimes prayoga v h a 


Kill AG m 

with both Madhyams side by side Is also made for 
ranjakatwa, Ri is durbal even in Avaroha. It is 
only couched as Kan or grace note to Sa as 

This Raga is full of Shrlngara Rasa. Bihag is a 
Poorvanga Raga. Hence che vistara in Mancha and 
Madhya Saptaks is very pleasing. Halting swans or 
vis in tan risthans are Ga and Ni. 

Compositions in Bihag are :— 

1. Kaise Sukh Scwe—Vila mbit Khyal—Ektal. 

2. Langat Dhcet Mag—Drill Khyal—Trital. 

3. Mama Aetna Gamala—Stage Song. 

(Marathi). 

Hindustani Rapas Bihagada, Mambihag, and Shan* 
kara arc allied to Bihag. 

Bihagada uses Komal Ni also. Tiwra Ma is 
rarely used. (See Bihagada). 

Marubihag gives great prominence to Tiwra Ma 
and Ri in Avatoba. Komal Ma is elongated as 
ft 6 q S s q JT (See Marubihag). 

Shankara uses Dh in n vakra fashion in Aroha as 
^ a r ft. Madhyam is not used in the commonly 
^ung type of Shankara. (See Shankara). 

Karnatak Sangeet 

Bchag or Byag is a janya of the 29th Melakarta 
Dhecraslianlcarabharnri (ri, gu, ma, dhi, nu.) which 
corresponds to Bilawal That of Hindustani Sangeec. 

This is a Shadbava-Sampoocna ]ati Raga. Varjya 
swara in Aroha is Ri. Its Aroha and Avaroha are 

as under : — 

Aroha h o 3 4 f.j 3 q 2 ft 3 

Avatoba * ft* 1 tj, r, y U* « 

Swaraj used are Cbarjsbnjti Ri. Anrara Ga Shud- 
dha Ma, Chaniihruii Dh and Kakali Ni. 
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B1HAGADA 


ni 


According to Hindustani notation they arc : — 
Aroha n *i q t fa s fa »t 

Avaroha B fa vj q ij rj \ g 

It may be noted that in Karnarak Bchag swara 
Dh is used in Aroha as fa vj fa 

Even in Karn&tak Sanpeet Be hag is not sung with 
only Shuddha Ma. I'rati Ma is used as in Hindus¬ 
tani Sangeet, 

In Karnatak Bchag Komal Ni is 3 lso used a» 
I « ft s 3 q q n. Kumal Ni is used in Hi ha ga da ot 
Hindustani Sanguct, and not in Bihay. Karnatok Behag 
sounds like a mixture of Ikhagada and Bihag of 
Hindustani Sanpeet. 

This Rapa i.i of Shringara Rasa. Hence it is very 
well suited for Jawalis. Some good Tiilnnas arc also 
composed in this Raga. 

Com positions in Bchap or Byag are : — 

1. Smarajanka Shubhacharita-Chapu Tal-Swari 

Tirutial. 

2. Yclliruwe Tande Baro-Adi Tala-l-Lirandaca 

Dasa. 

3. Nadira Dira Tom Ta Dhira-Tillana—Veena 

Shehanna. 
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BIHACjADA 

Hindustani Sang^eet 

There are two types of Bihapada. Roth belong io 
B ilawal That (Dhcerashankarabharpna). 

One variety of Bjhagada is a mixture of Mand and 
Bihag, In this variety Tiwra Ma and Kom;»l Ni arc 
not used. Its )ati b Shadhava-Sampoorna, Varjyu 
Swam in Aroha is Ri. Us Arohi and Avaroha arc 
aa under :• - 

Atoha « » fl i ft s i b 
Avaroha a fa --i q n r. ? *i 


AH swatas are Shuddha swaras of Hindustani 

laddhan. Vadi swam is Ma and Samavadi Sa. In 
this tvpe of Bihnpada .swara group fa s v* * j S used 
t<> keep dear of Bihag. q fa p which is used in 
nihac is ab-eot in Bihagada. Swara group ft s v\ *j 
wmch is used in Bihpgada occurs in Shankara also, 
nut in ^nan.oira swara Ma is generally not used. 

U is difficult to sing this type of Bihapad* as it 
resenvjies Bihag very closely. Hence this tyre is not 
commonly sung. 


a the one in which Kama! Ni is useJ in n beautiful 
•sanchara, Jati of this type also is Shadhava-Sampoonm 
varjva bwara in Aroha is Ri. Its Arohu and 
Avaroha are 


Aroha -fa>t-g 

Avaroha Ff-faq-Jm-qqfaqg-q^^ 


Swams RJ, Ga and Dh are Shuddha 
Both Komal and Tiwra Ni are used. Ma 


or Tiwra. 
is Komal. 


The Pakad ot diagnostic swara groups are 


Use of Komnl Ni as shown above sounds very 
oeautiful in this Rapa Ri i s weak or durbal even 

-ru AVAr0ha ‘ Tiwni " noc used in this R a » a 

rhis Raga fs 3 un 2 in the night. Compositions In 
th» Raga are 


1. Pyari Tag Ho--Vilambit Khyal— Vila mbit 

Tcental. 

2. Nit a Karat a Rar-Trital Madhya layu-Khyal. 

In some Sancharas, Chaya of Nand Rag* * f 0lin j 

in nihapada. 


Bihap, and Putabihag arc allied to Bihagada. 

Puhap does not make use of Komal Ni. Tiwra 
Ma is much in evidence. (See Rihag). 
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Patabihag has mote of Piling Ang In it than in 
Hjhaeuda. Swara Hi is more prominent in Fatabihag. 
v wf.c Patabihag) 

Kornntak Sangeet 

1 here is no Ruga called Bihagada in Knroaok 
Sangver. There is a Raga called Regatta which has no 
resemblance to Bsbagada. (Sec Bcgada). 

Kamntak Ra‘>a Be hag or Byag resembles the 
Hindustani Raga Bihacada more then Hi has* as in 
K.irnatak Riling or Byn" use of Komal N: is made in 
the same way as in Bihagadu or the North. (Sec 

Bebag). 

75 

ISIliAUI 


Hindustani Sanded 

This is an-uncommon Raga. The Arch a docs 
nor teach the tara Shadjn but ends with Ni. This 
is an examp1e*of ‘‘Nishadamya*’ Raga. 

Bibnri belongs to Khavnaj That. It is a Sauipoorna- 
Sampoonm Raga. It^ Arc-ha and Avaroha are: — 

Aroha a * n r; i * 

Avaroha fmwui taty-jSjXtf 

Swara £ Rf. Ga, and Dh are Tiwru. Ma is 
Sliuddha. Roth varieties of Ni are used, Komal Ni is 
wed as hi Bihagada in the swara group V "Q X. '•* '* r >. 

Its dial an or rendering is as under :— 

f-j * i l S -1 v. n s Wife—1 i-Tfcjfl $; 

nT5-T-!rf^nK,ws->;ir;-Ji:i‘i- wi -«iPj^r 

In B;ha:i touches of Tilakkavnod, .byajayavauci, 
and fiihagad* are found. Tilakkamod chaya is more 
prominent. 


51.5 


Composition in Bihari is ;— 

1. jay Jagadish Hare—Trial, 

Karnatak Sangeet 

There is no Rac* called Bihari in Karnarak Sangeet, 
Raga Bilahari is an entirely different Ruga. 
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WLAHAM 

Hindustani Sangect 

There is no Raga called Bilahari in Hindustani 
San gee t. 

Alaiyya Bilawal which belongs to Bilawal That 
(Shankarabharna) resembles Bilahari of Karnatak 
Satigeet very closely. Alaiyya Bilawal has the following 
A to ha and Avaroha, 

Aroha 

Avaroha ^ or 

In Bilahari Ni is not used in Aroha while in 
Alaiyya Bilawal it is used. (See Alaiyya Bilawa)} 

Karnatak Sangeet 

Bilahari is a Janya of the 29th Mclakarta Dheera- 
shankorabharna (it, «u, ma. dhi, nu). Its Jati is 
Audhava-Sampooma with vakra sanchara in Avaroha. 
Varjya swaras in Acoha are Ma and Ni. fa 
Aroha and Avmoha ace 

Aroha >i X ^3 l vj 2 9 

Avaroha -t Ai rc 2 a, trs-q, ji 3 k. « 

Swaras used are Chatushruti Rj and Dh. Antara 
Ga, Shuddha Ma, and Kalcali Mi, with occasiooallv 
use ot Kaishika Ni in Avaroha, in a Vakra Sancbaru. 
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According to Hindustani notation the Aroha and 
Avaroha are:-- 

Aroha n g q £ 

Avaroha 

Biiahart is a Raga with Veera Rasa. This Raga 
J* * favourite Dne r ^ e Nadaswaram players, 
(bhabanai) and is played in the morning. Elongation 
of Pa as in « fa « q q n tj s etc. sounds 
nice. Use of Kaishika Ni (Komal Ni) as in q « 
K q S sounds beautiful. Langhana or skipping of 
swaras as in fanw-wfa is also done. Use of Janti 
or Jod swaras like f'ft-rw-qq adds beauty to the 
Raga. 

Bilahari veiy closely resembles the Hindustani 
hags Alaiyya Bilawal. In Alaiyva Bilawal NI is used 
m Aroha. But in Bilahari Ni is omirced in Atoha. 

Compositions in Bilahari are : 

1. Sa RiGa Pa-Jati swarn—Adi Tala—A very 
popular Abhyasa Gana Form of Karnatak 
Sangeet. Very well suited for Vrinda Garia 
(Orchestra). 

2. Inrha ChaukaVarnam-Adi Tala. 

3. Paridana Mrchithe-Jhampa Tala-Shri. 

f'atnam Subbtamanya Iyer. 

4. Shri Chamundeshwari —- Adi Tala --Shri. 

B. Vasudevachar. 
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5JLA5KHANI TODI 

Hindustani Sangeet 

There is a story attached to this Raga. 

When Tansen died his sons assembled near his 
dead body and sang to please Tansen’s soul. When 
his son Bilaskhan sang a new kind of Todi, Tansen’s 
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dead body is said to have shook its head in apprecia¬ 
tion of the Raga. Hence this Raga is called 
Bilaskhani Todi. 

Bilaskhani Todi belongs to Bhairavi That. Swaras 
Ma and Ni are omitted in Aroha. In Avaroha Pa 
is dropped. Hence the }ati of this Raga is Audhava- 
bhadhava. Aroha andAvaroha of Bilaskhani Todi are:— 

Aroha 

Avaroha 

AH s war as are Komal 6weras of Hindustani 
bangeet. Pakad or diagnostic swaras are as under 

Vadi and Samavadi swaras are Dh and Ga. 

Sathis and ^ sound beautiful. 

This Raga is sung in the second prahara of the day. 

The beauty of this R3ga consists of the Todi effect 
created by use of Komal swaras only. 

Elongation of Ga as in\fa « \n is enchanting. 

Popular compositions in this Raga are:— 

1. Neeke Ghungaria-Ektal-Vilambit Khyal, 

2. Hariso Neha Lagavo-Trital-Chota Khyal 

3. Vahi javoJuvo-Trital-Khval. 

Hindustani Ragas Bhairavi, Komal Asavari and 

Asa Todi are allied to Bilaskhani Todi. 

Bhairavi is Sampoorna-Sampooma. (See Bhairavi) 
Komal Asavari uses Ma in Aroha and all the 
swaras in Avaroha. (See Komal Asavari) 

Asa Todi omits Ga in Aroha. Ma and Ni 
arc used (See Asa Todi). 

Karnatak Sangeet 

There is no Raga called Bilaskhani Todi in 
Karnatak Sangeet. Aroha of Bilaskhani Todi resmbles 
that ol Karnatak Raga Bhoopalam. But in Avaoha 
Bhoopalam omits Ni and Ma (See Bhoopala) 
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1X8 KAGA NfDHI 

Himandi a janya of the 8th Melakarta Hanumacodi 
(Bhairavi) resembles to some extent Rilaskhani Todi. 
Aroha and Avaroha of Himandi ate as under; 

Aroha ^\nxiq % r^B 

Avaraha 4 x K. ** ’iX 3 (See Himandi} 
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Hindustani Sangeet 

BilawaJ That of Hindustani Sangeet corresponds 
Co the Karnatak MeUkarta Dheerashunkarabhaiann. 

Swaras of Bilawal That are considered to be the 
Shuddha Swaras ot Hindustani Sange?t. 

Raga Bibwal which is of Sarnpoorna-Sampooma 
]ati is called Shuddha BHawal. It corresponds to the 
Karnatak Raga Shankarabhama. Shuddha Btlawal is 
not □ popular R?ga. (Sec Shuddha Bibwal). 

AUniyya Bibwal which belongs to Bilawal That is 
commonly known as Bibwal and is very popular. 
A la ivy a Bibwal very closely resembles Bi’.aban of 
karnatak Sangeet (See Afciyya Bilawal). 

Karnatak Sangeet 

There is no Raga called Bitawal in Karnatak 
Sanjjcet. Melaleuca No. 29 Dheerashankarabharna 
correspond e to Bibwal That of Hindustani Sangeet. 

Raga Shutikarabharana corresponds to Shuddha 
Bilawalcf Hindustani Sangect. Unlike ShuddhaBilawal, 
Shankatablwrna is a very popular Raya. 

Alaiwa Bibwal which is the most important of 
Bibwab is generally called Bilawal. This Rasa rescin- 
b\es Bibhari of Karnatak Sangeet. (See Bilahnri) 
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BJNDUNAL1NI 

Hindustani Sangeet 

There is no Raga called Bindumalini in Hindu¬ 
stani Sangeet. 

In its Avaroha it rc.scmbles Bib has of Hindustani 

Sangeet to some extent. 

1 here is no Raga allied to Bindumalini in Hindu- 
scani Sangecr. 


Karnatak Sangeet 

Bindumalini is a janya of the 16th Mebkacta 
Chayavaka <ra. gu, ma, dhi, ni). Tt is a Shadhwva- 
Shadhava Rags with vakra sane haras in both Aroha 
and Avaroha. Virjya swara in Aroha is Dh, In 
Avaroha Ma is dropped. Aroha and Avaroha of 
Bindumalini are: 

Aroha »3 qj v faz *i 
Avaroha if « w *1 n* fti * 

Swara.s used are Shuddha Ri, Aiuara Gn, Shuddha 
Ma, Chatushruti Dh and Kaishika Ni. 

According c:> Hindustani notation they are 

Aroha « >i \ ji <* a 
Avaroha if <‘r ^ h >r ^ g 

Antura Ga and Kaishika Ni are the Raya chaya 
Swaraj*. Bindumalini is no: u popular Raga. h is 
seldom heard. 

A composition in this Raga i3. 

1. Yenta Muddo-Adi Tala-Shri. Diypgaraja. 
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BRINDAVANI SARANG 

Hindustani Sangeet 

Brindavani Sarang belongs toKaffTbat. (Kharaha 
tapriya). It is an Audbava—Audhava Raga. Swaras 
Ga and Dh are dropped in both Aroha and Avaroba. 
Its Aroha and Avaroha are 

Aroha fija-fcf-ufq-s 

Avaroha 

Tiwra Ri and Shuddha Ma are used. In Aroha 
Tiwra Ni is used while in Avaroha Komal Ni is used, 

Vadi swara is Ri and Samavadi 3a Pakao or 
Gunfan swaras are :— 

This Raga is sung at midday. 

The swara groups and arc fre¬ 

quently used. 

This Raga is called merely Sarang very often. 
Popular compositions in this Raga arc:— 

1. Bhorc Jin Ala—Vdambit Khyal—'Tilwada, 

2. Darshan Dtna Pran Piyare—Grot Khyal-Trita!, 

Hindustani Ragas Badahamsa, Madhumad Sarang 
and Sur Sarang are allied to Brindavani Sarang. 

Badahamsa. Ma is elongated in Badahamsa. (Sec 
Badahamsa). 

Madhumad Sarang. l iwra Ni is nor used. (See 
Madhumad Sarang) 

Sur Sarang. Dh is used in Avaroha. (See Sue 
Sarang). 


Kamatak Sang^et 

There are two Arohas and Avarohas given for 
the Brindavani Sarang of Katnatak Sangeet. 

The first type has the following Aroha and 
Avaroha. 

Aroha * ^ q fa t $ 

Avaroha h <* n! *t 2 « 

It is of Shadhava-Shadhava Jati. The Sanchara 

is Vakra in both Aroha and Avaroha. 

This type is derived from the 22nd Mclakarta 
Kharuharapriya (Kafi That). 

Swaras used are Chatushruti Ri, Sadharana Ga, 
Shuddha Ma. and Kaishika Ni. 

According to Hindustani notation they are 

Aroha o ^ Y 9 v x 

Avaroha « fa q r ^ n b 

Use of only Komal Ni and inclusion of Ga in 
Avaroha distinguishes it from Brindavani Satan* of 
North. 

This tvpe is not popularly sung. The following 
is a composition in the above type of Brindavani 
Sarang. 

1. Kamalapta Kulakalashabdl-Adi Tala-Shri. 
Thyagaraja, 

This type of Brindavani Saranga of South re¬ 
sembles Pushpalatika which is also a janya of 
Kharahacapriya. In Pushpalatika there is no Vakra 
Sanchara. Aroha and Avaroha of Pushpalatika 
arc; 

Aroha a 5! *i h q fh £ 

Avaroha (See Pushpalatika) 



132 


RAGA NIDHl 


The Second type which is becoming popular 
resembles Brindavani Sarang of North very closely. 

This type also belongs to Kharaharapriya Mdakarta. 
Its Aroha and Avaroha are 

Aroha fl fli Wj 
Avaroha fl fa* q Hi f<g « 

In this type Kakali Ni is used in Aroha and 
Kaishika Ni in Avaroha. This is therefore a -Bha- 
shanga Raga. According to Hindustani notation the 
Aroha and Avaroha are:— 

Aroha « ^ i{ v fa # 

Avaroha fl 

The following composition is becoming very 
popular:—. 

1. Shri Ranga Puri-Rupaka Tftb-Shri Muthu- 
swamy Dixitar. 

Without the use of Kakali Ni in Aroha this type 
will sound tike Madhyamavati which has the follo¬ 
wing Aroha and Avaroha. 

Aroha tj f< m « * 

Avaroha <i fa.« R ^ « 


(See Madhyamavati). 
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CHAITI GOURI 

Hindustani Sangcet 

This is a Shadhava-Sampoorna Raga. Virjya 
swara is (>a in Atoha. The Aroha and Avaroha are 
as under : 

Aroha «\f ?*1 'jfas (only Tiwra Ma) 

Avaroha (Both Madhyaros) 

The Diagnostic swaras (Pakad) of the Raga are:— 
fflUTpjq- A ^ *f*T tflt? 

This Raga is formed by the combination of the 
two Ragas Shree and Gouri. Shree is found in 
I’oorvanga and Gouri in Uttaranga. Sometimes Goari 
comes in Uttaranga also in Aroha. But Poorvanga in 
Aroha is always Shree. 

In this Raga the swaras used are Komal Ri, 
Tiwca Ga : both Komal and Tiwra Madhya ms, Komal 
Dh and Tiw-ra Ni. In Aroha only Tiwra Ma is used. 
In Avaroha both the Madhvama are used. 

The sancharas in both Aroha and Avaroha are 
vakca. The Vadi and Sam a vadi swaras are Pa and 
Sa. This Raga is sung in the evening. 

This Raga is called Chairi Gouri because it is 
mostly sung during the month of Chaitra. 

Chaiti Gouti is of two types. One with Poorvi 
anga and the other with Shree anga. The Aroha and 
Avaroha given above are for Chaiti Gouri with Shree 
anga. When the Poorvi anga Chaiti Gouri has to be 
sung Tiwru Ma is brought to prominence. The •use 
of Komal Ma in the swara Group q \ « is peculiar 
in this Raga. 

A Composition in this Raga is :■— 

1. Vo jo gayiti-Vilambit Khyal—Ektal. 
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Karnatak Sangeet 

There is no Raga called Chairi Gouri in Karnatak 
Sangeet. There is no Raga in Karnatak Sangeet 
which is allied to Hindustani Raga Chairi Gouri. 
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CHAKRADHAR 

Hindustani Sangeet 

This Raga was introduced into Hindustani San¬ 
geet by Prof, Umdekar of Gwal ior. 

Chakradhar belongs to Bilawal Thar. (Dheera- 
8 hankarabharana). In this Raga swara Pa is omitted in 
both Aroha and Avaroha. Hence Chakradhar is a 
Shadhava-ShadhavB Raga. The Aroha and Avaroha 
of this Raga are:— 

Aroha 

Avaroha 

Swaras used are Ri, Ga, Dh and Ni Tiwra. 
Ma is Komal. Pakad or gunjan swaras are : — 

Vadi swara is Ma. Samavadi is 5a. Ma is kept 
elongated in this Raga. 

In this Raga slight use of swara Pa is made in 
Avaroha occasionally as permitted by the rules 
pertaining to the use ol Vivadi swaras. 

Compositions in this Raga are:— 

1. Hridayee Kamana—Marat lii Bhajan—Trical. 

2. Bairanasi Ratiya—Drut Khyal—Trital. 

Ragas Madhuradhvani, Ragcshwari, Durga (Khamaj 
That) and Bhinnashadje of Hindusrani Sangctc ate 
allied to Chakradhar. 
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Madhuradhwani. The swaras used are the same 
as those in Chakradhar but Ma is not elongated. 
(See Madhuradhwani). 

Rageshwari. Ri is not used in Aroha. Ni is 
Komal. (See Rageshwari). 

Durga (Khamaj That). Ri is not used. Ni is Komal. 

(See Curga). 

Bhinna Shadja. Ri is not used. (See Bhinna 
Shadja), 

Karnatak Sangeet 

There i$ no Raga called Chakradhar in Karnatak 
Sangeet. There is no Raya in Karnatak Sangeet which 
has the Aroha and Avaroha of Chakradhar. 

The following Psagas have some resemblance with 
diCerences as indicated. 

1. Ravichandrika. 

Aroha s it t? vt « 

Avaroha £ « q *T < g 

Ni is Komal. (See Ravichandrika) 

2. Natakuranji, 

Aroha 1 H a 
Avaroha 

Ni is Komal. Pa ts frequently used. (See 

Natakuranji) 

3. Goud Malhar. 

Aroha * r? * * £ 

Avaroha « r « n ii 

The Avaroha ot Goud Mallaru (K) is the same 
as that of Chakradhar. But the Aroha is that of 
Durga or Khambavaet, (See Goud Malhar K) 



RAGA NIDHI 


CHAKfiAVAK 


Hindustani Sangeet 

This is a Karnatak Raga which is being introduced 
into Hindustani Sangeet. There was no Raga called 
Chakravak in Hindustani Sangeet. Late Pro!. Shankar- 
rao Ptavartafc, Principal Bhatkhande College of Music. 
Nagpur tried to popularise Chakravak in Hindustani 
Sangeet. A song composed by him in Chakravak 
is v — 

Cgavala Nabha Prangaw-Tritul Madhyalaya, 

Ahir Bhairav which has the following Aroha and 
Avaroha resembles Chakravak. 

Aroha n \ n a q *i £f - u f\ * 

Avaroha « q ? q »i ^ <(-fa \ « 

(See Ahir Bhairav) 

Karnatak Sangeet 

Chakravak is a very popular Raga. It a Mela¬ 
karta itself, it : s number in the Melakarta Scheme 
being 16. (ra, gu, ma, dhi. ni). It is a Sampoorna- 
Sampoorna Raga. The swaras used are Shuddha Ri, 
Chatushruti Ga, Shuddha Mb. Chatushruti Dh, and 
Kaishika Ni. Aroha and Avaroha of Chakravak 
are:— 

Aroha n n.* q t? 2 £ii 9 
Avaroha 0 R 2 •? Ri *lj f*i 9 

According to Hindustani Notation they are: — 
Aroha <T ? q H q q fH. * 

Avaroha 


CHAKRAVAK 12? 

Shuddha Ri (Komal Ri) and Kaishika Ni (Komal 
Ni) arc the Jceva s war as of this Raga. Popular 
compositions in this Raga are • 

1. Htulabrochuvo-TripuU Tata-Shri. Thyagaraja. 

2. Inka Daya Raleda-Adi Tala*(Chauka kala)- 

Vecna Kuppayyar. 

3. Sugunamule Chappu-Rupak Tala-Pat tana m 

Subbramanya lycr. 
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CHALANATA 

Hindustani Sangeet 

Thete is no Raga called Chalanata in Hindustani 
Sangect, Ragas Tilang and Jog resemble to some 
extent Chalanata of the South. 

Telang h 3 s got the following Aroha and Avaroha. 

Aroha b 11 q q (a e 

Avaroha g f* a q n 9 (See Tilling) 

Raga Jog has the following Aroha and Avaroha. 

Aroha fl « t 1^ B 

Avaroha d q a « b ij s s b (See Jog). 

Karnatak San geet 

Chalanata is Melakarta No. 36 of Karnatak 
Melakarta Scheme (tu, gu, roa, dhu, nu). Us Aroha 
and Avaroha are: — 

Aroha * ft 3 * *3 3 

Avaroha « faa q 9* ft 5 9 

The swaras used are Shatshtuti Ri, Aetata Ga, 
Shuddha Ma; Shatshruti Dh and Kakali Ni. 



RAGA NIDHI 


CHAMPAK 


13fi 

According to Hindustani notation the Aroha 

and Avaroha are :— 

Aroha q q ^ ft b 

Avaroha qftf^qqiTiLq 
In this Raga the Shatshruti Ri Stands for Komal 
Ga and the Shatshruti Dh for Komal Ni. 

Chalanata is not commonly heard. 

Kailasa Chalanata-Adi Tala. Maha Vaidyanatha 

Iyet (From the Seventy Two Melakarn Ragamalika.) 
is an example. 

Karnatak Raga Nata is derived from Chalanata 
and is a very popular Raga. In its Avaroha Dh and 
Ua are dropped. Its Aroha and Avaroha are: — 

Aroha q n (ftj) n r q fa (*i») Or n 
Avaroha q ft q R q (See Nata) 
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CHAMPAK 

Hindustani Ssngeet 

This Raga has attracted attention after the 
gramophone record of this Raga sung by Pc. 
Onkarnath Thakur was released. It is a very pleasing 
Raga. 

Champak belongs to Khamaj That. Its Jati is 
AudhavaShadhava. Swaras Ga and Nj are omitted 
in Aroha and in Avaroha Ri is omitted. Aroha 
and Avatoha of this Raga are: — 

Atoha q-tq-q-irqqqf^s-f^tfl 
Avaroha ?fft-q»*-f^-w-«?iTSS«-q}iTss « 

Vadi swara is Ma and Samavadi is Sa. Sangathis 
3 s q and q 2 *\ S S « are prominent. The 
Pakad or diagnostic swaras are : — 

-Yi ssn-q ssq s 

Swaras used are, Ri, Ga and Dh Tiwra. 

Ni and Ma Komal. 
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The time for singing this Raga is second Prahara 
of night. 

This Raga has a number of vakra sancharas in its 

Aroha and Avaroha. It resembles Khambavati at 

certain places, but the Sangathi *iq 3 » of Khambavati 
is absent. 

The following are the compositions in this Raga 

(1) Mag Jai Ho*Vilambit Khyal-Tilwada 

(2) Rakho Pat Mori— w „ —Ektal 

The allied Hindustani Raga is Khambavati. 
Khambavati-Uses Sangathi itrs? 

(See Khambavari) 

Karnatak Sangcct. 

There is no Raga called Champak in Karnatak 
Sangeet. The Karnatak Raga Balahamsa has some 
resemblance to the Hindustani Raga Champak /See 
Balahamsa). ‘ ' 
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CHAMPAKALI. 

Hindustani Sangeet. 

This is a New Raga which is introduced by 
Shti Shreedhar Dhagc of Nagpur. This Rapa 
comes under the Mela kart a Vachaspati of Karnatak 
Sangeet. It is an Audhava-Sampoorna Raga. Swaras 
Ri and Dh are not used in Aroha. Aroha and 
Avaroha of ths Raga are: — 

Aroha q 

Avaroha 

The diagnostic swara groups of this Raga are 
^q-qrr- 



RAGA N1DHI 


CHANCHALDAS MALHAli 


ISO 

Vadi swara is Sa and Snmavadi is [’a. The time 
for singmg this l<*ga is about midnight. 

In Hindustan? Paudhati Tiwra Ma and Komal 
Ni arc not used in the same Raga. But in this Raga 
however this rale is broken co show that Tiwra Ma 
and Komal Ni uuuld be used in the same Raga 
giving rise to a certain beauty of its own. 

In this Rapa the Chayas of Bhimpalas, Marubihag, 
and Multani are found. 

Bhi m palas. fgtwi s s -ff-plKi 
Marubchag wrs-iww 
Mulrani. 

Care has to be taken to avoid Komal Ga. Komal 
Ri, and Tiwra Ni, as the use of these will rum 
Champakafi to Multani. 

Compositions in this Rapa are 

1, Mane Nahi Saivya-Ektal Vilambit-Khyal, 

2. Neha Karo Peetama Ke Sang-Tritai Madhya 

laya-Khyal. 

Karnatak San^eel. 

There is no Raga called Champa kali in Karnatak 

Sangeet. 

The Raga Ketakapriya which ii a janya of the 
64th Melakarta Vachaspathi (ti, gu. mi, dhi, ni). 
bus the following Aroha. and Avaroha:- 
Aroha 

Avatohn d fb n ? rr n *? #r 

Raga Kctakapriya resembles Ghampakali of 
North, in the Swnrs meed in Aroha and Avaroha 
Kctakapriya is an Andhava-SamooornD Rapa. 
Swaras Ri and Dh urr not used in Aruba. 

(See Kctakapriya) 
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CHAINCHALDAS HALHAR 

Hindustani Sangeet. 

This Raga is also called Chanr.hatdas Malhar. It 
belongs to Kati That. It is an Audhax r a -Shadhava 
Raga in which Ga and Dh arc not used in Aroha 
and Dh in Avaroha. Its Aroha and Avaroha are as 
under:— 

A roh a • i - vW- 6 

Avaroha 

bw-jras used in this Raga are Tiwra, Ri, Komal Ga, 
Shoddba Ma, Kcmal Ni. 

Snnelura of this kav.a in Mandru Sflptdc with 
the* use of the following *wara groups is very pleasing. 

SangAthl R'- and swara group - f .l : k[ ;j > H are 

frequently used. 

A composition in this Raga is:— 

Eri Mayee Piyake-Choiual. Vilambit-Khyal. 

This Raga is allied to the popular Raga Nayaki 
Kanada. 

Nayaki Kanada. Ga is used in Aroha. There 
is Andolan on Ga. Sanguthis arc > q and ip 
(See Nayaki Kanada). 

Karnatak Smigcet 

There is no Raya called Chanchalda* Malhar in 
Karnatak Sancoet. There is no Karnatak Raga having 
the Aroha and Avaroha of Chancbaldus Malhar. 

The swaras used arc those of Melakarta Khara* 
harapriya. 'This is a very pleasing Raga and can be 
absorbed into the Karnatak system. This Raga can 
oc formed by combining the Aroha of Madhyama* 
vat: with rhe Avaroha of Rush pa l at ika. 

Aroha of Madhyamavati « V q y 

Avaroha of Pushpalatlka fi t( n Ti 

The vakta sancharas as required in Chanchaldas 
Malhar may be introduced. 



RAGA NIDHI 


CHANDANI KEDAH 

Hinuetam Siingcct 

Chandani Kedar belongs to Kaiysn That (Mocha 
Katyani). In this Raga both Madhyam; and both 
Nishsds are used. Swnras Ri, Gu and Dh arc Tiwra. 
'Ihe following *wara groups are prominent. 

•hi 3 Xg- h try jj sqqs-y A qnsqqs 

The chalan of this Ra[?a is as under :■»■• 

•TS«f5 JflS-FJviWfS-flTSS-M H >Wr5- 

*n 3 -»r hw z - '& <-;<ijqira 3 -s -- 
*T- 1 vy- q T-yqqy * r 3 -« s ->?rs 
Chandani Kedar is an Apoorva Ragit. 

Karnatak .Sangeet 

There is no Raga called Chond&iu Kedar in 
Karnatak Satigcu, and there ts no Karnatak Pxaga 
which is allied to Chandani Kedar. 
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CHANDANI NALHAR 

Hindustani Sangeet 

In this Raca two MaJhyams and two Nishads 
are used. Ri Ga, and Db are Tiwra. 

In Aroha Ga is omitted. Avaroha is Saropoorna. 
Hence irs Jari is Shadbava-Sampoorna. Its Aroha and 
Avaroha arc as under : 

Aroha * v-awi-irt q$<i- »lf q-%u-Rff 

Avarohu Bfl-fiq* U i(«ntj-A)t- vr 


CHANDANI MALHAK 


m 

Its Vadi swara is Ma and Samavadi is Sa. In this 
Rai:a are found chayas of Kctbr, KamuJ and Miya- 
inainar. n • « q q and U q q q groups*sound like 
Kedar. a > i 3 1 and ^><1 sound like Kamod. 
sj q s ft * sounds like Miya Malhar. 

It is a pleasing Raga. It is sung in the night bet¬ 
ween 9 p. m. and 11 p. m« 

A composition in this Ra«'a is :— 

1. Dhana Dhaoa Mohana-jhaptol-Khyal. 

Karnatak Sangeet 

There is no Raga called Chandani Maihar in 
Karnatak Sangeec. There is no Karnatak Ra-u which 
is allied to Chandani Maihar. 
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CHANDRAKANT 

Hindustani Sangeet 

Chandrakant belongs to Kalyan That (Media- 
kalyani). All s war as used are Tiwra. In Aroha 
Madhyma is not used. In Avaroha all the seven 
swaras are used. Hence if Is a Shadhava-Sainponnia 
Ra>>a. Aroha and Avaroha of Chaodrakant are as 

under : 

Aroha tr * n q q ft « 

Avaroha <f iq vi q q n "1 $ 

The Diagnostic swaras or Pakad of Chandrak-ant 
are as under • 

q n-q-V»i 
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lc i« a Poorvanga Raya. The Vadi and Samavadi 
«!W 3 raa ara Ga 3od Ni respectively. The vistara or 
saochara oi this Raga i> mostly done in Sandra and 
madhya saptaks and it sounds bcatiful Use or w ? 
ft vr and n > ** frequently Rives a charm to 
this Ra<*a. Chandwfcjnt is sung in chc night between 
6. p. m. and 6 p. rn. It is not a commonly sur.«j 
Raga. 

Compositions in this Raga are: - 

1 Pyare Tori Chab More Vilambit Khyal- 

Tuenral (Vilambit) 

2. Chandrakant Sakhi At Manbbay-Ubhan- 

geec-Tntnl 

The Hindustani Rapa which is allied to Chandra- 
kanc is Suddha Kalyan or L*hocp Kalyan. in 
Shuddh.i Kalyan both Ma and Ni are not used in 
Aroha. (Sec Shuddha Kalyan). 

Karnntak San^eet 

T'nete is a Rag® called Chandrakarua in Karnatak 
Sangeet. This belongs to the 65th Mehkarta Mecha 
Kalyan! (Kalyan That). Chandrakanta is a Sarnpoorna 
Rapa. Its Axoha and Avarohu as given in some books 
are : — 

Aroha a ft ji* i * fa 
Avaroha « r v i r? *1 > w 

As there fire no songs given in any of the books 
in the Karnntak Raga Chandrakanta it is difficult to 
say how this Raga differs from Raga Kalyanl of South. 
This Raga is unknown to Musicians of South. If Ma 
is dropped in Aroha then it will resemble Chandra¬ 
kant of Hindustani Sangeet. 

The Allied Karnatak Raga is Mohanalcalyani. This 
corresponds to Blioep Kalyan or Shuddha Kalyan of 


CHASDItAKANT *3j 

Hindustani Samlet. It has for its Aroha and Ava¬ 
roha •— 

Aroha «**!<?«« 

Avaroha *. fa * q U n l « (See Mohanakalyani} 

Q\ 

CHAMDRAU/OT1 

Hindustani Sangeet 

There is no !*ata culled ChalidrajyOti in Hindustani 
Snngcei. There is no Rapa in Hindustani jangect 
which is ahied v> the Karrvink hag? ChnmhijyulL 

Karnatak S/mgeel 

Chandtajyoii is an uncommon Rapa. It U jauyr. 
oi the -41st Mclakaita Pavar.i (ra> ga, mi, din. nu.) 
In its Aroha and Avaniha swara Mi is dropped. 
Hence it rs a Shudhava-Rhadhava Rapa. 

Swans used in Chan.jrajyoti are Shuddha _Ri, 
Shuddha Cia ; Pratimadhyama and Shatuihrutr Uh. 
Accordin'! to the Karnatak system of nutation its Aroha 
;md Av.atiiha arc as under:-- 

Aroha »r fti »t, *r ? 'i 
Avaroha i n? ; 7; J t 
According to the Ihr-dusisai notation they ar? a : 
under : — 

Aruba •• \ t \\ *t 
Avon,ha n '4 i\ » \ * 

It is to be nuted tnAt Tiwra Ri bus to be pro¬ 
nounced ?s Ga (Shuddha Gandhira) Cir.-.p-vitny,* i:*. 
ill is raga is. 

1. Raganaiyu Mi—Adi tala— Shri. !'ryr«Larai;*. 
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CI 1 ANDRAKALI 

(or Chandra Kalyan) 


Hindustani Sangeet 

Thi> ia an aparachit Raga. It is described bv J. 
L\ Patki it: hia book "Aparichh Ragas* 

It is not possible to put this Raga unde* u'.y or.«- 
of me ten 1 hats o* Hindustani Sangeer, i: c:m bi: 
put under the 63rd Melakarr.a Lathanei of Korr attk 
Satigcec. Ir i* a Shadava-Shadava Raga Su m a oa is 
o\i iic ted 8; together. Its Aroha and Avar oh;* .m- as 
under 

Aroha » * A -7 --C ft 0 
Avaroha n 

The pakad or gunian swariis of thi* 'W.a are:— 
<fasq- z* vq^- A --TJfj 

Vadi swara is Pa and S?tiv«r.v.l! >3 $:>. Su\>vatiu is 
used in uvaioha. In ArMc* Dh h dnrbai or wc?’< 
The swamp of this Ra.sr r. y. understood yec. 

Karn*;,.v' b:?ni'C£t 

There i> no Raga cz \ .'I !.*nd:akali or Chandra 

Kalysm in Kaniatak 5v:^%. r /tevc is no Rfljy which 
» allico to Chandra kai. hijnv.*: si Kaiyun. 




Q:d Chandrakauns is Malkautis in Poorvanga and 
Bageshvec :n. Uttaranga. Its Aroha and Avaroha are: — 

Aroha fl jj . * % ’* 

Avaroha « u >i *X a 

it is an Audhava-Audhtva Riga. The varjya 
swaras being Ri and Pa. Swaras used are Kornal Cm. 
Shuddha Ma. Tiwra Dh, and Kornsl Ni. 

This type of Ch and taka uu* belongs to Kafi That. 
(Kh.irahafsprtya) We do not hear this type o* 
Chondrakauiis being Siinjt today. The nc.v type uj 
Ch-ji-dtakautis is the old one wiCi Tiwra Dh replaced 
by Koitml Dh and Komal Ni replaced by Tiwra Ni. 
U is ‘ilrO a Audixavu-Audhuva Raga with Ri ami Pj 
omitted. iis Aroha and Avaroha are : 

At oho r > \ s? -I hi >'i 
Avaioha s rq \ h 77 ( <,* 

The new typp of Chandrakauns obtained by the 
double change in awards Dh and Ni of old Chandra- 
k;:tins is no doubt very pleasing. 

The new type of Chandrakauns is Malknuns with 
Tiwra Ni instead of Kcunal Nt. This Raga is sun« in 
the night. 

Popular composition in this raga is: — 

1. Jobanare- -Drue Khyal—Ttital 


CHAINS A KAUN5 

HiJuluf ::ii 

Chatidrak-jo.ns is > P mj-.- which shows tiov? the 
warns atid (he swaiw;' change, in course 

of time. Ch^rndrakaO'.i' bv hate Prof 

Bhatkhande i* differed "-tv. (.he Chandrakaunn 
which his goined cu^-w -vjrir.g recent years. 


Karnalak Sangeet. 

Tliere is no Raga called Chandrakauns in 
Karnatak Sangeet. 

Chandrakauns with Tiwra Ni is obtained by 
combining the Aroha of Raga Kalyana Vasantha 
^ *1 v j; ffl «) with the Avaroha of Nagdcepakamu 
(b Pt ^ t? ^ a) These Ragas are Janyas of the 21st 
MJakarta Keeravani. 



KA«»A N11:MJ 


CMANDR 1 KA. 


Hindustani Sangeet. 

'f 1 1 is Ra>;a lius been introduced into Hin.kntP.m 
Syng«l hy Sun. J. l>. l'*tkl. 

Chnndrib beloji'?> to Mawal That (^hi-crwhan- 
karabhutna), It is> an Audhtiva-Amlhuvn Raw- ^«nrn% 
Ga »cd Oh arc dropped ivar.ya) in Ar-.-bu In 
Avarohu Mi and Gi ?,:c omitted. It:* Archu and 
A vciroh;' '.>)* as unde* : 

Ayi'.b.' 'r,-->:-:-q-fqn 

Avjrnfcw :* isi- ;-n'.^V -v* 

Swatas useJ r»r<‘ all Shudciba swara- m: h.ndus'ir.i 
Sar-acct. Rabid or diagnostic swa^a group* of ?lii4 
RajM ore :• • 

?n ■e-’.iwi n'tn rii-f-jn 

Vadl nrv'. S-iri.»vaoi xsvnfo* or t'r.tf Kacr. arc Pa und Sa 
r«i'sctivc’:v. ‘ 11'..-: Rnr.u :< ’ mitinig’nr Rf’a. L-at cur- 
ins the r.'ir.y irtscn :t may be Mint. 1 a: any tir/.c. It 
is y rnrsarni cr ^awna 1 . Ko<;a. 

lr. Cnaiviriku .xnpas of rhc following Raj.a? »»<■■ 
found. 

V. Sarnr.(< h h ') M * 

I fno'.a 4':roK-fcnW* 

h Shyarcm Kalyan q >J ^ ,f f«J ft 
•l. I'llACfier* JMM-NCN 


While , ::i''.ir.<> R:uji ClhnrJrik.» ?nw *f itin above 
mentior.i-d K;v:i» should he brought inn' prominence. 


CHANPK1KA 




Karnnlak Sangcet 

There is no Rnga called Chandrik* only. There are 
many Ra<*a$ leaving the namcChandrika atMsed to them. 
PoornacKandrikn. Ravic.handrika, Udmravichandrika, 
Goulachancirika cfc. Out of these only Pnornachan- 
ilrika lias some resemblance to the Hindustani Rsgy 
Chandrika. Poornachandriku is a janya of the 29th 
Melakarta Dhcershankarabharan* <ri. gu, ma, dhi, 
mi). Thi 3 Melakarta correspond* to Biliuvul That of 
Hindustani Sangeet. In Poorr.achnndika swara Dh ; :is 
•vji used. Hence it i« a Shadhava—Shadhnv? Raoa. 
lc> arnlia sod avnroha nre as under. 

Aroh*. ft 9- “> ni ® i ; r* ^ 

Avaroha *? fai ’A H; tTs tfj ft* t? 

According: to Hindustani notation they are as 
undrtf;-- 

Azoha «Y ’A ft ” 

AvuroliO «r hi q n *i tt i.See Pcornachandrika) 
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CliAIMUKI MALHAR 

Hindustani Sangect 

This is an aparidiit Ruga. It Ivon*? to Kafr That. 
'Kharahamrpriya.) In this Ruga Tjwta Ni is used in 
A roh a. It is an Audhnva—Shad ha va Ram. Sa warns 
Od and Hh sre dropped in Arch a. In Avaroha Ms 
is omitted. It* Arnha And Avaroha arc : 

At oka s-nTm-fta 

Avarrha 

I he diagnostic swam groups or pa load of this 
Rag a arc :— 

W-rnfag •• *<cf * Mf f.i*T -'ds-JCt-HS 



RAC A NIIMi; 


w 

Sungari :{ i h < in Aroh:i and swan groups 
j'fawr-r* m Avaroha sound beautiful. In chi? Racia 
cliaya of two Raaaa Sindhurn nr.d !>si aw seen. 
Ahhonyh iris a very pleasing Raga as can be seen 
from its Aroha and Avaroha jt is not commonly 
iunp. 

Karnatak Sangoet. 

There is no Kopn called Charjuki Malhar in 
Karnarak Satigcer. I he Karnarak Rapa Hindustani Kapi 
resembles Charjuki Malhar in many details. In 
Hindustani Kapi ol South sometimes Koraot Do 
(Shudd’io I'h) is used which makes the Kapi sound 
like: .1 mixture of Piiu of North. If Komaj o: 
bliusidli;) L>h is nor used in Karnatnk Kapi ;t sounds 
like Charju ki Mallrar. 

Aroha and Avaraha Karnatak Ra;:u Hindustani 

Kapi ate 

Aroha *i » £\ V f-j k 
Avaroha 

In the South rh«re is » Rapa called Karnataka Kapi 
or orthodox Kapi which is slightly different from the 
Hindustani K&pi. (See Kapi). 


% 

CMABUKE 5 ! 

Hindustani San^eet 

I here ts no Raga called Chamkesi in Hindustani 
Snnyect. If Poorvanya «H ji q of 6iluwal That and 
Uitaranfta of Bhairavi Thar a-e combined then 
the Karnatak Melakarta Charukesi is formed. 

There is no Raya in Hindustani Sangcet which 
is allied to the Raya Charukesi of South. 


i 


c i i:\id ss 

Kar nat.uk Swigeet 

CSiru'ccsi is ihe :'»cli Melaka**ol Kamacak 
.Sangdct pjJ.J:nti >ti. U*i. :nr», =:l:rs. nit. Swaras 
rtf- iTrutii>h:uii Ri, A*.i”.«r • b.Uri.idha Ma 

ohuddha Dh mid Kaiihiki Nj. 

sounds like Sh.inkrtr.i:*!iirni:a <l.»;uiw.-l) in ;ho 
Toorvanga and Harmmatodi !l>:u::r ivi: in Ui lavunyo. 

Its aroha and av.ir.dij ir;: m m o.er:-- 

Aroha « hj n s n, 7 

Avaroha <1 M: v fj ■« '-i ; = v 

Acc.:r ':nt ro I linJ.isuni ti.scui.i _«ii i : n ;«*; i:n :er : — 

Aroha »r z ? •? r 

.Avaroha u r* 3 t q ;i 

The following Keeaauauis uri* .‘■■'pulai. 

1. Adimodiga[ada-A<.ii nla Shri. Tliwv.'nnp. 

2 . Kripoya Paiaya Shourc-Chapu :-,\!a-b\v«'.Li 
T i rural 


97 

CHA'/A 


Hindustani Sangcet 

There is diversity ot opinion regarding ibe aw&ronp 
of this Raga. Some think that Chsyj and Chayanar 
are identical. Ochers think that they arc different 
Rap.as. Those who consider Cliaya uri independent 
Raya surest that ill Cnaya Only Korn a I Ma should 
Us used and thir. Kouul N: should nut be intro¬ 
duced. According to this view Aron a at id Avarchn 
or Cliaya will i>e as unite 

Aroha uhr*n-«pn-<f 

Avaroha "nuq-q/-qqni 





RAG A NI DWT 


]{ the ahavc Swamp is accepted then :t is a 
Shadhav. -Sampoorna Raga with Ni dropped in Aroha. 
The abo\ e swaroo:'' is pleasiny and gives Chaya an 
independent status. 

Karnatak Ssngeet 

There is no Rapa called Chaya ir. Karnacak 
San«cet although a number of Raeas have the word 
Chaya prefixed to them - Chayatjrsngim, Chavanata. 
Chayauarayani tic. 

Chaya of Notch sounds like a cv# mb r ration of 
Kamatak Rags ftegado »n Aroha and Karnntnk Raqa 
Saiauaa in Avaruhu. This is interesting; in a wav. 
This is hew new RtittJ could be formed. Ikjtfdo 
Sjrao«ja will be a very pleasing Raga. lc$ swr.roup 
will be as shown bedew. 

«ih -cwi—ssjsis- Vrs- ■ f ’if—: .s , ts-*r«T?*«n-q 

In Hindustani Sanpcct new Kagas which have 
become very popular within a short rime arc Rapa; 
which have been formed or coined by such fusion 
or combination of Rftyas. Great scope exists ir 
Katnatak Sanfiect also it. this direction. 

9$ 

CI1A/A GOWLA 

Hiiidu.stani Santee? 

There is no Rajsa called Chaya Gowla in Hindus 
far.) Snrh'.eet. 

li in the Rapa IMrairav Oh is otoiiccd in A roll a 
then o Rapa re'embiinu Chaya Gowla of the South 
-vill result. A vakrn Minchara of n \ q rr q <i has to 
be juvon in Arnhn. 

Th«rc is no Hindustani Raga having the Aroha 

and Avatcha of Chav:? Gowla. 


CHAYA GOWLA 
Kamatak ±unmeet 

There ate two Chaya Gowlas in Karnatak Saiv 
:. e «. One is a Janya of the 15th Melakarta Maya- 

malava-owh. :Bhairav I hat) The second Cnaya 

Oowia is a ja-.iya ot the Third Melakarta Oantnnoorti 
sra, pa. ma. dhc., nu). 

Chaya Gcwla derived from Mayamatovogowla 
is a Shadhava-Sampontna Raga. Swam Dh is omitted 
in Aroha. Aroha ir.d Avurulm of thw Chaya Gowla 
are 

Aroha d f’j »i *m *-T * * 

A varch a n :a.; v i ; q> Or, * i J * 

Swains used are ShuJdhn Ri. Antara Ga, Shuddl™ 
Ma, Shuddha Oh, and Kakali Ni. According to 
Hindustani Sangeet their notation will be asunder : — 

Aroha "M.iinfi'i 

Avarolut th vr t q n r tr 

Chaya Gowla is not a popular Rngo. Several 
other Rasas -lagaomoUtai, Gcwlipanthu etc. which 
are clo>uly allied to Chaya Gowla are popular. A 
kccrcanam which is suim-times mug is yiven below. 

Saraswaiya Rhayawacya } Misra Chapu-Shri. Muthu- 

Samrakshitohar.. ) * wam V Dixityr 

Second Chaya Gowla which is derived from 
Melakarta Ganomoorti (ra. ga, ma. dha. nu) is a 
vakta Samp.>oma Ruga. lea Aroha and Avaioha 
ate ; — 

Aroha >\ f»» *i 'h *i fai d 
Avaroba n f-U * ‘h h ” 

Swatas used are bhudha Ri, Shuddha Cm. Shuddha 
Ma. Shuddha 1>:» and Kukili Ni ot Karnank Radnhat:. 
According to Hindustani notation the* Aroha and 
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Avaroha of this tyyc ol Chaya Gowia will be as 
under 

Aroha q \ > > q i \ fa « 

Avaroha w '>l fa i 'i \# 

In the above Tjwra Ri corresponds to Shuddha 
Ciandhara. 

This type of Chayagowb) ra not at all common. 
No composition it available in this Ruga 
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CH/V/A MAT 

Hindustani bangeet 

Chayanat is a popular Raga. it is sung (in the 
night between 7 P.M. and 10 PM. 

This Raga belongs to Kalyan That. There ace 
two types. One type is Shadhava-Sampoorna. The 
second tyre which is popular is Sampoorna-Sampoorna. 
In the Shadhava-Sampoorna type sw3ra Mi is omit¬ 
ted in Aroha. Its Aroha arid Avaroha arc a* 
under j — 

Aroha 

A v arch a q -n>-7wfo 

The Sampoorna-SampcKirno type has rhe following 

Archa and Avaroha. 

Aroha *R-JTqq-r>q-s 

Avaroha n^i-#9 

Pakad or gunjan swaras cjf this Raya are:— 
bwi-WW - H »1 - qt- 

ban gat hi is frequently used and sounds be a mi 
ful. Kotnid Nr is sometimes used as in the swam 
group q hr >j o and sounds attractive. Pa und Ri 
arc the Vadi and S.m'.avaUi swam. 


CHAYA NAT 


M 5 

While singing this P>.a<y the use of two Madhya ms, 
use of Komal Ni, Vakra prayoga of Ni in Aroha 
and Ga in Avaroha, use of « «l fa q sometimes in¬ 
stead of fl fq y q have to be borne in mind. Tivvra 
Ma is used only in Aroha. In Avarnha both 
Madhya ms are used. Popular compositions in 

Chayanat aret-« 

) Hti Ab Gund Lavo —Vilambir KhyaJ-jhumra. 

2 Zanan Zanan-Drut—Khyal-Trital. 

Hindustani Raga* Nat. Hamir, Rnd Kamod are 
allied to Chaya Nat. 

Nat Vadi Swam is Ma. Swum Dh c.s weak or 
durbal in Avaroha. hlongation of Ma is peculiar and 
beautiful. d w fq q is used and not * fa q M l;vetl 
occasionally. (See Nat) 

Kamod. Sangaci is * q and not q ? as in Chaya 
Nat. (See Kamod,) 

Harnir. Swara groups Rtqq-qq-qqqs are characte¬ 
ristic. (See Hamir). 

Karnatak Sangeet 

Chayanura of Karnatak Sangeer is a janya of the 
Hth Melaka ita Vagadeeshwari (ru. gu, ma, dht, ni). 

Ghayanata is a Audhava-Shadhnva Raga, with 
Hh end Nr omitted in Aroha and Ga in Avaroha 
I here arr vakia sanchans in both Aroha and 
Avaroha. 

Its Arohu and Avaroha arc as undet 
AhiJu* 'I h q 3 3?i 7 q x q * 

Avar .ha i;*. fa 2 v q, « 

Swi'uus u.:-d ;ite Shaishrutc Ri, Aurora Ga. Shud- 
d!-.:- Ma, Char.U'hmti Dh and Kaishika Ni, Accor- 


HO 
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ding to Hindustani Notation the Aroha and Avurohu 
of Chaya Nata (K> ate 

Aroha •njiiH-q-tiq*? 

Avaroha e ft 3 ft q q ^ e 

Komai Ga in both Aroha and Avaroha stands 
for Shatshruri Ri. 

A composition which deserves to be popularised 
is 

Idisamayaimira-Adi Tala- Shti Thyagaraja. 

Chaya Kata of South has no resemblance 
the Hindustani Raga Chaya Nat. 

'1 lie Karnatak Raga which is allied to Hindustani 
Choya Nat is Saranga. Karnatak Raga Saranga is a 
Janya of the 65th Melakarta Mcthiikalyani. (Kalyan 
Thaf). It has the following Aroha and Avarohn, 

Aroha h>ji q ft * 

Avaroha i w n q » i' n r? ? a 

In Avaroha Komai Ma i.s also used, (Sec 
Saranca.) 
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CMAyATAIMrSGliN! 


Hindustani San^eet 

There is no Ruga called Chayatarangini in Hindus¬ 
tani Sangcet. 

There is no Raga which is closely allied to 
Chayatawngini of South. Chayacarangini in certain 
sancharas resembles Hindustani Ragas Khsmaj and 
Khambavati. 


CHAYATARANG1NI 


14? 


Karnatak Sangeet 

Chayatarangini is derived from the 28th Mela- 
karta Haiikamboji (ri, gu ma, dhi, ni). This Mela- 
karta corresponds to Khamaj That. 

Chayacarangini is a Vakra-Shadhava-Sampooma 
Raga. Swara Dh is omitted in Aroha. Its Aroha 
and Avaroha are : 

Aroha * m q ft 2 « 

Avaroha « ft 2 q n, q, ft 3 * 

According to Hindustani Notation they are • — 
Aroha N »1 q q fi» 5 
Avaroha 

used arc Chatushruti Ri, Antara Ga 
bhuddha Ma, Chatushruti Dh and Kaishiki Ni 

Ranjaka swara groups of Chayatatangini Raga 
are 1 —* 

‘T’m.S'ift-ftsHsJift-jrqsft etc. 

Although not a very popular Raga, the following 
compositions are occasionally sung 

(1) Itara Daiwamula-Rupaka Tala-Shri. Thyagaraia, 

(2) Kripa Jujuraku-Adi Tala-Shri. Thyagaraja. 

(3) Saraswati Chayatatangini-Adi Tala-Shri Muthu- 
swamy Dixicar. 
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CM Ay A TILAK 

Hindustani Sangeet 

This Raga belongs to Bilawal That (Dheerashanka- 
rana) Chaya Tilak is a combination of Chayanat 
and Tilak Kamod Ragas. The angas of Chayanat 
and Tilak Kamocif are found in the following swara 
groups:— 

Chayanat ^i-burq-n-qn-lft 
Tilak Kamod 
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CHENCHU KAMBOJI 
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The *‘chalan” or rendering of Chaya Tilak is dene 
as under 

A composition in this Raga is :— 

]aya Sunavo-]humra Madhya laya-Khyal. 

Karnatak Sangeet 

There is no RaRa called Chaya Tilak. There is 
no Raga allied co Chaya Tilak. 
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CHENCHU KAMBOJI 

Hindustani Sangeet 

There is no Raga called Chenchu Kamboji in 
Hindustani Sangeet. 

There is no Raga in Hindustani Sangeet which js 
allied to Chenchu Kambojf. In Avaroha of Chenchu 
Kamboji there is 3 touch of Hindustani Raga Tifong 
in the swara group fl % q n rt 

Karnatak Sangeet 

Chenchu Kamboji is a fanya of the 28th Meja- 
karta Hari Kamboji (Khamaj That). 

Its jati is-Audhava-Shadhava. In Aroha swaras 
Ri and Ca are ommitted. In Avaroha Dh is dropped. 
Its Aroha and Avaroha are as under 

Aroha a y q vi « 

Avaroha a if fi* q n ^ 

There are vakra sanchara in both Aroha and 
Avaroha. 


Chenchu Kamboji is a Raga which is being heard 
during the Iaet few years only. It is an interesting 
Raga. 

In Avaroha there is 0 touch of Hindustani Raga 
Tilang, 

The cnly Keertanam in Chenchu Kamboji which 
becoming popular is 

Vara Raga Lagulu-Adi Tala- Shri Thyagaraja. 
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CHITRAMBAM 

Hindustani Sangeet 

There is no Raga called Chitrambari in Hindustani 
bangeet. ihere is no Raga allied to Chitrambari. 

Karnatak Sangeet 

Chitrambari ig Melakarta No. 66 of Karnatak 
Melakarta scheme (ii, gu , mi, dhu, nu). 

Swaras used are Chatushruti Ri, Antara Ga, 
* rati Madhyama. $hatshruti Dh and Kakali Ni 
According to Hindustani notation Aroha and Avaroha 
of Chitrambari will be as under :— 

Aroha A q fg; ft e 

Avaroha Aqia 

Komal Ni stands for Shatshruti Dh. 

This Raga is nor commonly sung There are no 
Keertana ms. 

The following is rendered' in Chitrambari in the 
Seventy Two Mrjkarta Ragamalika composed by Maha 

Vaidyinatha Iyer: 

Vichitrambarisha Varada-Adi Tala. 
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CHITTAflOHINf 
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CHITTAKAINUINI 




Hindustani Sangeet 

This is a Raya which Prof. Umdekac of Gwalior 
has tried to popularise. 

Chittamohini belongs to Bilawal That (Dheeca- 
shankatabharna). 

In Aroha all the awards are used, tn Avar oh a. 
swaras Ga and Dh are dropped. Hence its Jaci is 
Sampoorna-Audhhava. The Aroha and Avar oh a are 
as under :— 

Aroha 

Avaroha R ft a M n> s b 

In this Raga Rr, Ga and Ma are Shuddha swaras 
of Hindustani Sangeet. Rut Komal and Tiwra Ni 
are used. Komal Ni is slightly used in Avaroha only. 

Vadi and Samavadi swaras are Ri and Pa. The 
sanguihis R q and R > are frequently employed. The 
Chief Tan of this Raya consists of : — 

This Raya is a midday Raga. In Chittamor.ini 
chayaa of Nat and Sarang are found. 

This Raga is considered to be Kamod Nata 
mentioned in Sangeet Parijata. 

Composition in Chittamohini is i— 

Cihunghata Mo Man a Mero-Trital Madhya lay a. 

Karnatak Sangeet 

There is no Raga called Chittamohini in Karna¬ 
taka Sangeet. 

There is no Raga in Karnataka Sangeet which is 
allied to Chittamohini. 


Hindustani Sangeet 

There is no Raga called Chittaranjini in Hindus¬ 
tani Sangeet. 

There is no Hindustani Raga which is allied to 
Chittaranjini of Karnatak Sangeet. 

Karnatak Sangeet 

Chittaranjini is a janya of the 19th Melakarta 
)hunkaradhwani (ri, gi, ma, dha> tia). 

This Raga is Nishadantva Raga. In the Aroha it 
stops at che swara Ni instead oi going to Tara Shadja. 

The sanchar^ in AToha and Avaroha is Vakra 
fur Ga. Aroha and Avaroha of Chittaranjini are 

Aroha e h* *h r?i <r ft, 

Avaroha Ui « 

According to Hindustani Notation they are 
Aroha R > b n q 5 q 
Avaroha * ^ y r jt > « 

The swaras which should be used are Chntu- 
shtuti Ri, Sadharana Ga, Shuddha Ma. Shuddha Dh, 
and Shuddha Ni. 

in practice Chatushruti Dh and Kaishika Ni arc 
used, in the only lceertanam which is sung in this 
Raya. It is suny like Khacaharpriya. This very popular 
composition is mentioned below. 

Nada Tanu Manisham^Adi Tala-Shri Thyagaraia. 
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CHURNIKAVINODINI 

Hindustani San^eet 

There is no Raga called Churnikavinodini in 
rimaustam bangeet. 

Karnatak Snngect 

Churnikavinodini is derived from the 66th Mda- 

karta Chitiambari (ti, gu, mi dhu, nu). 

It is a Sampoorna-Sainpoorna Raga with Vakra 
Dh in Avaroha. 

Aroha « ft 2 jt 3 t? 2 <* 

Avaroha « fsf, «« ft* q h, r* 2 « 

According to Hindustani notation they will be as 

under :— 

Aroha «t \ q $ q fa « 

Avaroha s fa fa^fa q « * > g 

This is an uncommon Raga. The following compo¬ 
sition however exists. 

Kumsantaka Nanu Brcchiuaku-Adi Tala-Shri. 
nruvattur Fhyagaraja. (Gopala Dasa) 



